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ABSTRACT

AN AESTHETIC RESPONSE TO AN ARCHITECTURAL CHALLENGE:
ARCHI TECTUREO®GS DI AHEOARUEHEN ROSTWAR TURKEY

Yavuz, Ezgi
Ph.D. Program in Architectural History

Supervisor: Assoc. Prof. Dr. Elvan Altan Ergut

January 2015, 524 pages

This study aims to anal y zthe arts inpdstivar Buckeyur e 6s di al o
It attempts to comprehend the formation of theideao f 6 c o | |batheemrastd i on 6

and architecture and the meaning of this from the viewpoint of architectural

production. Thus, it investigates the atmosphere together with the facts and actors

involved in this unity, all of which contribute to uncover the intellectual background

and the practice of 6 c o | | a bThe wtimateogoad in this study is to understand

the intention behind integrating the modern arts into modern architecture in that

particular context. De f i n-eedturyansodemiem facednt er r e g nu m,
wit h an Ainternal critiqueo in terms of architec
critical approach searched for new interpretat

expected to suggest satisfactory and adaptable solutions for the requirements of
the time. In this respect, the study tries to read the contemporary discussions and
the materialized works in Turkey with reference to a wider international frame of
the architectural context that witnessed similar debates and practices. This
includes the reevaluation process of modern architecture, which was also seen in
the Turkish architectural climate in the form of a rapprochement between
architecture and the public, and a solution to the dichotomy between the local and
the universal. At the end, the investigation examines the attempt of reconstructing
a dialogue with the plastic arts by analyzing the triggering factors, intellectual

basis, modus operandi, and the implications in both artistic, architectural and the
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general socio-cultural context of the postwar period; and evaluates the
consequent formation of a fisituated moder ni

Turkey.

Keywords: Postwar Period in Turkey, Modern Architecture, Modern Art,

Publicness, Local/Universal
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MKMABKR SORUNA ESTETKK BKR KARKI LI K:
KKKNCK D! NYA SAVAKI SONRASI D¥NEMDE T! RKKYEOGDE
SANATLA KURDUJU DKYALOG

Yavuz, Ezgi
Doktora, Mi mar | ék Tar i hi Lisansg¢ste¢e Progr amée
Tez Y°nRkRa4.ciBrn. Eigtan Al tan

Ocak 2015, 524 sayfa

Bu -al ékma, T¢rkiyedde 2. D¢nya Savaké sonrasé.
etkinlikler ile kurduju diyaloju analiz et meyi

mi mar | éKk araséndaki birliktelik dé¢kegnecesinion o
mi mar | ékana-kaswmamaya -al ékmaktadér . Bu nedenl e
atmosferini bu bi r | i Wteelginjsier altyapéséné ve pratijini

°neml i katkélarée olan olgularé wve bu ilikkide
incelemektedir. Bu --,alBk maajalkka meisaisn danamoder n m
modern sanateée dahil etmenin arkasénda yatan n
(interregnum) ol ar ak adl andér el an -aj ortasé moderni z
Scret i mi a-éséndan i-sel bir el &k tyiarkilyalkee my ¢ zvy ¢ z
d°nemin ihtiya-laré i-in tatmin edici ve uygul a
Aimoder no ol aneén yeni yoruml ar éne aramaktader .
T¢e¢rkiyeddeki -ajdak tartéekmalaré ve ger-ekl exken
uygulamalara t anék ol muk daha geni kK bir -er-evedeki (
referansl a okumaya -al ékmaktadeéer . Bu -al ek ma,

mi marl ék ve toplumun yakeénlakmasé ve yerell/evr

bi-imlerinde g°r ¢l ewemoddeerr nd enji eerglr e réd i@rini | dnee
kapsamakStoanduért.a ar akt ér ma, mi mar |l éjén plastik s
kur ma girikimini, tetikleyici etkenlerini, d¢ K
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savak sonrasé d°nemde s anaktl}stadr, elmihbmajrli a mdea kgi
anl aml ar eéneé da i -eren bir kapsam i -inde
T¢e¢rkiyeddeki -aj dack mi mar |l ekt a Akonuml andé

ol ukumu dejerlendirmektedir.

Anahtar Kelimeler: T ¢ r ki e o Dé&rmawaSwnr asé, DMadeir n Mi mar | ¢

Modern Sanat ,Yerdd/Bvenssela |l | é k |
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CHAPTER 1

INTRODUCTION

The future will certainly belong to the effective collaboration between the three
major arts: architecture, painting, sculpture.’

In a visual or a conceptual manner, as in a superficial way or a complete act of
integration, architecture and the arts have been connected in many ways
throughout history, including ancient reliefs and statues; stained glass windows,
medieval carvings or ceramic works; 20™ century architectural structures. Apart
from traditional understanding of the
architectonic complexof construc fappeared anche ROV centinyetisad
stimulated an interdisciplinary approach. The borders between these fields blurred
and each crossed the boundary to the
relationship could include the intellectual sphere, which provides a ground for
sharing ideas, as well as physical togetherness. Regarding the latter, a reciprocal
affinity could occur, which would result in various consequences. In terms of the
architectural perspective, this kind of a relationship manifest in several different
ways. It can be supposed that an artwork might act like a decorative object; enrich
the atmosphere through its presence; operate as one of the functional elements of
design; or offer diverse types of experiences to the beholders by providing

different spatial perceptions.

The aim of the study is to analyze
undertakings in postwar Turkey. First, it will attempt to understand the
atmosphere that created a fertile ground for a unity of arts and architecture. While

the study is trying to understand how and why this idea was formed, it will analyze

! Leger, F. (1943) On Monumentality and Color. In Giedion, S. (1958) Architecture, You
and Me. Cambridge, Massachusetts: Harvard University Press. p 45

2 Read, H. (1959). A Concise History of Modern Painting. London: Times & Hudson, p
212.
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the unity of arts and architecture by taking into account the modernist approach in
the postwar period. This inquiry will investigate the facts and the actors involved in
this dialogue that will portray the intellectual background and the practice of this
idea. The ultimate goal in this study is to understand the intention behind
integrating the modern arts into modern architecture in that particular context. In
this respect, the study tries to read the contemporary discussions and the
materialized works in Turkey with reference to a wider international frame of the

architectural context that witnessed similar debates and practices.

After the Enlightenment period, architecture started to have a i s «dngciously
experimental o attitude, which burgeoned an

solutions and experiments ofsTtlisprq@ess,atng Vi si

the end of the 19" cent ur y, di rected -evaleation ofdgtrect or y
architectur al f of Am inestigatian tofsa newwakabalaryccameo
out of this period, whichled20"cent ury architects to deal wi

of their ndansgeuppagreadt ea t hem from fdartistic exp

In fact, a departure from the use of artistic works in architecture, known as
ornamentation, was put on the agenda by the effects of the industrial revolution
and the process of modernization, which brought along the concepts of:
rationalism, efficiency and function; the glorification of the new; change and
innovation that all surpassed other constitutive aspects of architecture. Thus, a
split occurred between architecture and other plastic arts at a time when
architecture broke off all ties with the past, and abandoned former approaches

that emphasized tradition and continuity.6 This new process, affected architectural

8 Bergdoll, B. (2000). European Architecture: 1750-1890. Oxford; New York: Oxford
University Press. p 2

* Bergdoll, B. (2000). p 4

® Villanueva, C. M. (2010) Integration of Arts. Art and Architecture, Docomomo Journal 42,
55-53. p 54

6 Actually, William Morris raised a criticism against the industrial products, or mainly, the

manner of machine production in design field via Arts and Crafts movement. But some

other movements, Deustche Werkbund and Bauhaus advocated benefitting from industrial
2



productsé role in daily Ilives of peopl e, whi ch
thinking, as well as new demands, in order to adapt to the new economic and

political system.

l ndeed, this new soci al process, called fnAmoderr
which incorporates the rapid developments in technology, the acceleration of
industrialization, generating more technical and organized means of production;
therefore, creating a demand for: specialized working fields; the establishment of
new bureaucratic structures and democratic alterations; more advanced mass-

communication and transportation systems for the capitalist market.’

These advancements in the technological, political, social and economic fields, all
of which affectt he i ndi vi dual , are defi n@But,wsi thin the t
Hilde Heynen argues, modernity has become more than a conceptual term, which
has two facets: one is connected with the social and economic process known as
modernization; and the other relates to the artistic and intellectual responses of

the individual, called modernism.®

In response to the ongoing developments, many movements sprouted up at the
end of 19" century onwards in the fields of both art and architecture, which were
influenced by innovation, and instituted a break with tradition, which is regarded

as one of the biggestaspect s of t H%In dichiteatueey tis aftempt is

technology. Even in some points, Art Nouveau movement had been utilizing from the
possibilites and material technologies of industrial development.

" Berman, M. (1990) All That is Solid Melts into Air: the Experince of Modernity. London;
New York: Verso. p 16

8 Black, C.E. (1967) The Dynamics of Modernization. New York; Evanston; London:
Harper & Row Publishers. p 6

° Heynen, H. (1999) Architecture and Modernity. Cambridge, Massachusetts, London: MIT
Press. p 10

1% Henket, H.J. (2002) Introduction. In H.J. Henket; H. Heynen, Back from Utopia, the
Challenge of the Modern Movement (pp 8-19). Rotterdam: OIO Publishers. p 9; Heynen,
3



called the Modern Movement or modern architecture, and the term modernism is
used when referring to both the artistic and architectural related approaches.11
However, it is still considered an ambivalent and controversial issue when
mapping the borders and implications
sense, the most accepted and common belief about this term is that it embraces

innovation and change at its origin.12

The term fAmod e rdescribed@smentejactiory of tradition to formalize
the present and the new™, which is the way that it is used in the scope of this
study. In this study, | use the term modernism to refer to the progressive efforts in
art and architecture. Therefore, the term modern architecture is used in the same
manner, interchangeably with this expression, to mean the architecture within this
kind of a development process, which

struggl e 1o r Achange. 0

Also, | should note explicitly what | want to express when using the term the

of

S

Afwesto. With the changing circumstances

world, the U.S. arose as a superpower by setting up the Western block against
the Soviet regime. In addition to that, the demolition and the decline of the
European countries, felt in both visual and tangible senses, caused a migration to
the U.S., which indirectly created a new channel and new intellectual and cultural
center. These developments resulted in a change in the traditional meaning of the

west to include both the U.S. and Europe.

H. (1999) P12. See Heynen, H. (1999) Architecture and Modernity. Cambridge,
Massachusetts, London: MIT Press for a detailed discussion about the issue of modernity.

" Ibid. (2002) p 9
2 Heynen, H. (1999) p 12
2 bid.p 9

1 Colhogoun, A. (2002) Modern Architecture. Oxford; New York: Oxford University
Press.p 9
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As the study examines the dialogue (formed directly or indirectly, consciously or
unconsciously) between modern art and modern architecture, the definition, the
manner, the form and the limits of this dialogue also become a subject of this
study. While seeking definitions and answers, different titles are used to refer to
different categories of the relationship. For instance, to imply a general
connect i ondialogubbes empmyed which is emphasized in the main title

of the study and in some of the subsections. In a similar manner, in order to

describethep hy si c al as s oci atisused, which btandsvioosinghly 6 uni t y 6

existing alongside each other. These two terms symbolizes the type of an
association that is not yet defined, but still needs to be discovered. Also the term

&ynthesis§ discussed in Chapter 2, is used to isymtpesiyoft he

phrase

major artsé which was discussed in the western debates. Thetermé c ol | abor ati ond

is mainly used for naming one particular type of this dialogue, which will be
elucidated in further detail, including its borders and definitions.

While in the western discussions, the accent was on the issue of a 6 s y nit dirfe s

Turkey, the course of action was one of the prominent subjects of the debates,

which means that the artsists and architects emphasized the process, and hence,

working via @ollaborationd As it wi || be mentioned

n

t he

Collaborat i on 0, the Turkish art and architecture

platform on the operational side of this approach that included synchronized
working and a team spirit. Thatiswhy u s i ng t hoHlaboragonGim thé titles
refers to their intention and priority, which is tried to be uncovered throughout the
study whether or not this intention was culminated in this way. That is also why it
becomes important for this study to examine the network of this dialogue, i.e. the
dialogue between the actors, and the educational institutions, which were the

significant and indispensable part of this dialogue for the case of Turkey.

The modern movement, which governed the architectural culture of the early

twentieth century, began to be questioned, from the mid-20" century onwards,

withregardtot he very featur e ad with teferenbentootte splitn 0

created between architecture and other arts as well as the public. It was criticized
for leaving no room for adaptation to the current circumstances. This questioning

followed an intricate path that sought a new architectural discourse.

sense,

mi

F



Goldhagen noted that early twentieth century modernism brought along many
technological achievements as a result of being influenced by the machine. These
acquisitions are recounted as it he rationalization of t he
employment of industrial materials, and the production techniques that enabled
the separation of structure from skin, and the invention of open p | a™h .Tive
criticisms constituted a frame putting outside some criteria, which were, basically,
compromised on such features as the rejection of traditional influences, the
contribution to the social and political development, and reflecting the Zeitgeist.16
In addition to these incontrovertible tenets of modernism, the alleged relation of
architecture with the plastic arts also began to be re-evaluated and rethought in

order to go beyond the impasse, which modern architecture was encountering.

The md-century moder ni sm, which i ¢ betweeni t | ed a
modernism and postmodernism, offered a different rhetoric and practices from the

beginning of the 20" century. The leaning towards creating a unity of arts and

architecture was an issue during the early the 20™ century as well. However, it

was only after the Second World War when, going beyond in intellectual aspects,

an acceleration was seen in the practical aspects of production, which means the

debut of concrete instances of such a unity was then witnessed in different

geographies.

This particular period can be recognized as a turning point through the
introduction of new patterns and new typologies in design activities, which were
actually the result of current demands. In addition, new debates came to the
forefront, which produced critical judgments about urgent issues such as social
housing and urban planning as part of reconstruction projects. When describing
this atmosphere, Goldhagen states that this mid-century modernism was not

monophonic. Rather, it was pluralist through its criticism and suggested solutions,

!* Goldhagen, S.W. (2000) Coda: Reconceptualizing the Modern. In S.W. Goldhagen; R.
Legault, Anxious Modernisms: Experimentation in Postwar Architectural culture. Montreal:
Canadian Centre for Architecture; Cambridge, Mass: MIT Press. p 306

'® Goldhagen, S.W. (2000) p 309

" Ibid. p 309



which she defines as 18ﬁlpfacm:,ritambpteazebl mariou® der ni sm. 0
forms such as either using steel and glass structures as well as expressing

concrete and brick materials with brutalist approach.19 Goldhagen states that in

the postwar period the concepts discussed among the modernist architects and

critics centered on Athe relationship of mas s
democratic freedom, communi ty éowvtieniheydividual i O

tried to, i n her own Wordsz,l ireconceptualizing

At this point, it is important to note that, in this study, the postwar period is
considered to mean the interval between the Second World War and the
postmodern period. This interval witnessed reconstruction in a massive scale,
wiping away the devastation of the war from the cities and reshaping the urban
scene as well as the architecture. As a matter of fact, this period consisted of
discussions based on the postwar crisis and the way to escape this crisis. As
previously quoted from Goldhagen, although there was a partial commitment to
the fundamental benchmarks of modernism, this period revealed to have a critical
stance on modernism and it aspired for an adaptable solution for the current
needs of the postwar era. Having social concerns and new adaptabilities in terms
of new social demands, this new approach is defined as socially embedded
modernism 8 a sifiated modernismd&? as defined by Goldhagen or, according to
Geert Bekaert as fian inevitable expression of t

socialreal ity and é&veryday life. o

'8 Goldhagen, S.W. (2000) p 318
9 pid. p 310
?° Goldhagen, S.W. (2000) p 318
! Ibid. p 321

2 Goldhagen, S.W. (2000) Coda: Reconceptualizing the Modern. In S.W. Goldhagen; R.
Legault, Anxious Modernisms: Experimentation in Postwar Architectural culture. Montreal:
Canadian Centre for Architecture; Cambridge, Mass: MIT Press. p 306

% Heynen, H. (2002) p 385.



Facing an Ainternal critiqgue, 0 post war ar
deficiencies intrinsic t o “*Mmwith eefenence rod s foun
contextual considerations of locality and public meaning. Meanwhile, during
meetings, the dialogue with the arts in the sense of merging was discussed, which
actually constitutes the basis of scrutiny in this study. The art and architecture
circles advocated the necessity of collaboration, put forward specific projects that
required collective works and tried to achieve their goals. Eventually, this
reevaluation process became, in a way, the process for reconstructing a bond

with the plastic arts.

This was the viewpoint on postwar architecture on an international level and it is
seen that the architecture of postwar Turkey experienced similar concerns and
formations within a parallel stance.” It is considered remarkable that Turkey
grappled with this issue both in the intellectual arena and at the practical stage
during this period. Thus, the main question, with regard to the postwar modernist
approach towards architecture, can be why modern architecture desired to

integrate modern art into its structure.

In fact, postwar architecture is a fairly new topic regarding the studies in
architectural history. There are only a few studies on this topic with a focus on
Turkey as well. Most of these studies only lightly touch on the dialogue between
the arts and architecture, or only a few specific examples are covered and mostly

discussed to emphasize the artistic results®®. However, this study aims to

2 Goldhagen, S. W.; Legault, R. (2000) Introduction. In S. W. Goldhagen; R. Legault,
Anxious Modernisms: Experimentation in Postwar Architectural Culture. Montreal,
Canadian Centre for Architecture; Cambridge. Mass.: MIT Press. p 12

% In fact, it is important to note that this consideration was not peculiar to particular circles.
Similar performances can be noticed in other geographies as well, such that Venezuela,
Brazil and Mexico produced several remarkable instances that incorporated unity of arts
and architecture.

®Arda, F. (early 1970s) T¢rkiyebdbde Bakl angé-tan

ve Seramik Olarak Duvar Resmi. De v | et G¢zel SANATLAR Akademi si

TeziiKst anbul : DGSA (unpubl iRahend) ES ¥Ygp®Yanansdo r Bed

(1978) Cumhuriyet BapcemiepPevani Resmitesi, Sosya

Fak¢l tesi, Sanat Tar i hAnkam fuhpyhiished)M¥avum, Di (3088). Te z i

Mi madSlad@lat BirlikTI@|! Af ain@®&rellOw0 ne/ 6344l pgm@az70 A. N
) Bir Mekan Esteti]i: 0Groupe CEeyPamat,ed ve Ty
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embrace a larger scale of analysis, and approaches the topic from the
architectural perspective. In this way, the study can examine the triggering factors
and how it played a role in both the architectural and the general socio-cultural
context of the period. In addition, it will attempt to analyze the contemporary
discussions and the resulting works in Turkey with reference to contemporary
architectural context.

Correspondi ng ldgscribed pogtwlao arehibecture in Turkey as the
combination of modernist approaches in design and in technique with non-
figurative and national-themed artworks. This artistic vision brought together the
two dissenting voices to create a solution for Turkish architects that had been

oscillating between universal concepts and local identity.27

For Tanyeli, the context of the Cold War definitely offered a more suitable
atmosphere for developing a nationalist agenda.28 However, within this tension,
the socioeconomic and political initiatives were substantially infused with
American influence. This influence is said to be a result of recognizing U.S. as a
support against the Soviet Union. Tanyeli recounted that this strange
arrangement, formed by the impacts of politics, triggered a new alignment in
architecture as well. Turkish architectural culture faced a dilemma of trying to
chase international aesthetics in a potentially nationalist atmosphere. Within this
atmosphere, Tanyeli argued that, until the 1960s, Turkish architects had
considered themselves part of the West through the application of the modernist

no 13, 18-2 2. Yél maz, A. N. (2007) Bir Me k a n Estetiiji:

Sanat éndaki CeynSar@tmaol &b, 3B-42. Ka - el , E. (2007) . Fid¢gsyer
Kol |l ektif D¢ k¢ nme Pr Haluk Baysal-MElih Birstl, pp(7e82. dikark a n

Mi mar |l ar Odase. Bozdoj an, S. and Akcanwar E. (2012) .

Modernism. In Turkey: Modern Architectures in History, pp 105-137. London: Reaktion

Books. Cengi zkan, A. (2002) . Bedri Rahmi dnin bilinnm
Resmi. In Modernin Saati, pp. 229-2 4 5 . Kstanbul : Mi mar |l ar Derneji Yayén
The Lost Mosaic Wall/ Kayép Mozai k Duvar. Lefkoka: Si
Bozdojan, S. (2008we).i hHBliulkseBaysalabé: Modern Mim

Ustalaréna GedVi knmind38&p65 Kt haf .

28Tanyeli, U. (1998) 19501l erden Bu Yana Mimar. Par adi
Mi mar IYeSey, 75 nyél da Dejikenl Kteanbwle Mi Mmanr(ppe kVakf & Yayeér
235-254). p 237



approaches, which were adopted in the architectural realm.” One of the reasons
to consider the 1960s as a milestone is the increased number of intellectual
discussions and queries on current architectural practices and discourses.
Another development during thel960s is that the number of architects, or in
Tanyeli ds words the Atechnocracy, 0 increase
the public building constructions of the 1950s, which showed this community

played a considerable role in the *iconstruc!

It seems that contemporary architecture aimed to establish a meaning in the eyes
of the public through artworks incorporated into its design. Regarding this attempt
to redefine modernism, and focusing on public buildings, the study will interpret
the dialogue between architecture and the arts through the ambivalence defined
between the universal and the local in postwar architecture, and through the effort
to establish a connection with the public.

In terms of the methodology, it can be said that the dissertation is based on a
critical analysis and evaluation that utilize primary sources such as memoirs of
and interviews with contemporary artists and architects; foreign and local
publications, including specific sources like academic guides of the art and
architecture schools of the period; and archival sources such as unpublished
reports of NATO, the European Council, the Republic of Turkey Prime Ministry
General Directorate of State Archives, the Turkish National Assembly reports,

SALT Research Archives and personal archives.

The interviews made with selected artists and architects have importance in the
sense of being almost the only first-hand source of information. Surprisingly, there
is a considerable shortage of written and/or visual resources on this particular
subject. These interviews depend on the narratives by the individuals who
experienced and performed worksi n t he scope of Theletore,6col | ab
this kind of an input onthe 6 c o | | a bpoovided valwablginsight on the effects

# Tanyeli, U. (1998) p 237

% Ibid. p 242
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and the triggering factors, the course of action and even the personal notes or

perceptions about the artistic and architectural climate of the time.

The publications, specifically periodicals, hardly touched upon the dialogue
between the arts and architecture, which, otherwise, could present a substantial
and broad amount of information to trace and portray the theoretical grounds of
the issue. Nevertheless, these publications offer a sense of information connected
with the main subject, although limited in scope. To illustrate, some of the related
articles and discussions can be found in these sources, which make them crucial
instruments in order to perceive the debates of the time. These mediums are
included not only for featuring related foreign and local works but for their way of
presenting these works. This approach is expected to clarify both the idea and the
practice of the 6 c o | | a b his &e&ads to thé questions: How these instances
were perceived by the individual artists and the architects? How these works
created reactions in this specific atmosphere? What were their potential roles in
the dissemination of this idea? Furthermore, academic guides and curricula of the
architecture schools were utilized to deeply understand this atmosphere, where
this idea was formalized. For the analysis of some specific cases, the documents
from personal and some institutional archives were also used. In addition to that,
the study uses the materials of secondary sources such as academic research,
photography and contemporary articles and books discussing the period in a

retrospective view.

Regarding the methodology, the structural scheme of the study follows a path that
goes from the idea o f a  ®outhei pragtite of the 6 caab dr a tThio n 6
dissertation starts with an analytical framework and in the last section, dealing

with specific concepts, it adopts an interpretative structure.

The conceptual scheme of the study consists of three main chapters.
Following the introduction, the second chapter intends to explain the manner of
the unity of arts and architecture in general terms, which focuses on the
experience of the west. With two subsections, this chapter presents the
materialization of the idea of the unity in the early 20" century, which leads to the
theme of a &ynthesisbafter the Second World War. The first section examines the

discursive side of the relationship, which segues to the second phase: the
11



practical stage and the more intense discussions. The second part deals with the

postwar period achievements and discussions about the subject that would be

rel evant in Turkeyb6bs case as well. Thi

comprehending the overall scene and the opinions concerning this issue, which
will allow the proper definition of the unity of arts and architecture in Turkey. The
meetings and activities in the west suggest a specific platform where the exact
boundaries of collaboration were broadly discussed, introducing some concepts
critical in approaching the issue also for the case of Turkey. The role of the west
underpins the reason for mentioning the ongoing developments within this circle,
which ultimately turned out to be an area of interaction for the Turkish
intelligentsia. Especially during the postwar era, along with the globalizing effects,
they easily followed the current developments and accommodated, more and
more, the ideas or the applications shaped in the west. The Turkish artist and
architects saw the west as a role model and, as previously mentioned, considered
themselves as part of this contemporary scene. Therefore, this chapter is a guide

and sets up for the subsequent chapters.

In the next chapter, an investigation of how the idea of a unity between arts and
architecture was formed and developed in Turkey is presented. In this respect,
the first step is to describe the general context of the country, in which this
thought and intention flourished. In this part of the study, the socio-economic and
politic scene of the postwar period is examined. It also includes legal
arrangements and the technical developments of the country in relevance to the

main subject.

It is crucial to examine the state of the country in order to understand the facts

and the reasons underlyingt he architectur al activity.

S

par

Soci al Economy of Tur key a tated that aschitedtueec t ur e, 0

was recognized through the objective and subjective conditions of its society of a
particular period.31 The direction and the process of an architectural practice, he
argued, was dependent upon the production system, the role of different divisions

within an organization, the relationship between the different classes, ownership

YUral, S.(1974). T¢rkiyednin SoMiymar [EkloSamoni 523 v e

53.p7
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status, the advancement of manufacturing technology and the labor power, the
level of organization, the quality of institutions and the ideas that dominate

society.*

The post war period i s defined as t he Aseconc
mo d e r Filtt was dot expected that Turkey would produce architectural
discourses based on the aftermaths of the war, such as partaking in
reconstruction projects or establishing social projects, which were developed to
assist war-ravaged regions of the world. Although Turkey was not involved in the
war it was affected by the climate that was generated in the international arena.
Turkey was going through a different economic and political process together with
a relatively slow technological evolution at this time in history. It will be covered in
more detail that the intention and desire to integrate with the international sphere
along with the new economic policies indispensably affected the artistic and
architectural realms. Understanding the dynamics and different dimensions that
the country adopted will help analyze architecture of the period, with regard to its
modernist approach, intentions, questions, pursuits, and if any, its dilemmas and
practices. In order to completely understand modernism, Goldhagen argued that
the cultural, political and social dimensions should first be defined and
comprehended.®* Therefore, it becomes important for this study to touch upon

these catalysts.

The second section of Chapter 3 scrutinizes the generation of the idea of unity
within the conditions of postwar Turkey. This part tries to utter in what sense the
unity with the plastic arts became an issue within architectural circles. Therefore,
in this part the research focuses on education, publications and related
discussions. It aims to clarify the vision and the intention in the unity of arts and
architecture by asking the questions when, how and why. The first part dealing

with the education field tries to present an overview of the architecture schools of

% Ural, S.(1974).p 7

¥Bozdojan, S.; Alurkey,MpderE Architet@rels i History. London:
Reaction Books. p 107

% Goldhagen, S.W. (2000) p 303
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the period. At this point, it is important to state that this part does not only aim to
recount educational activities but also, with reference to the developments
described in Chapter 2, it intends to disclose one possible link constituted with the

west in intellectual terms.

The second part analyzes the publications, mainly periodicals, which were
important instruments that reflected contemporary debates and developments.
The content of these periodicals, whether or not they included art issues or more
specifically the subject of unity, and also the presentation of these subjects, will
be investigated to understand the role of these media in the dissemination and
cultivation of ideas. The last section reveals the cognitive and discursive area
formulated by these publications. It includes specifically the discussions on the
issue of @ollaborationdbetween architects and artists that helped in the provision
of the idea of unity between arts and architecture. This section depends on the
analyses of the main arguments and intentions regarding @ollaborationd by
presenting a rough definition of the conceptual meaning, the borders and the

mechanism defining this collective act.

On the issue of @ollaboration§ Chapter 4 aims to analyze the postwar architecture
in Turkey, and examines the practice of the 6 clab o r aletweem drchitects and
the artists through a close study of various examples in order to evaluate how and
why such an association was sought for. The definition of this action at the
practical stage, the method and the meaning from the architectural viewpoint, are
the main concerns of this section. Accordingly, the chapter is separated into two
parts: The first oQCokabotationdl eedx afinil enseisg nt hoef ptrhoec e
the second part t Cotlabosatondi Meraond rnggo rodt eshean i nt

of this dialogue from an architectural perspective.

The first part begins with an important specimen, which is the most concrete form
of such collaboration in Turkey. the part investigates the remarkable artistic
initiative, the T ¢ r k  Gr u,pwhidh symggested a definition and presented its
assertions on the idea of a synthesis, and, by this means, drew an ideal portrait of
a dialogue between the arts and architecture. In the subsequent section, in order
to map the network of this 6 c o | | a btbe aators avenirdroduced and studied

regarding their roles and their dialogues in the process. This network is analyzed
14



while taking into consideration the socio-economic context of postwar Turkey,
which seems to have transformed the entire architectural scene. The dialogue
between clients, architects and artists provides crucial data about how the
process starts and evolves. In addition, the analysis presents the sophisticated
dialogue between the artist and the architect regarding the design, which also

leads to a classification of forms of association. At the end, the examination of

(@)

these two networks unearths the main goal and the reasonfor6 c ol | abor at i on

The next part aims to look at the presence of artworks in a particular space.

Although this part appears to be merely an analysis, it can be said that this

investigation actually searches for the reasons that led to 6 col | ab®dheat i ono
presence of artwork is analyzed in two-stages: The section fFormof t he Ar t wor ko
ponders on the alignment of the artwork in terms of contributing to spatial

formations. The ffFeature o f t he gectionvexamknés the quality of the

artwork, which covers mainly its composition and its connection to the space as

well as its users.

The second part of Chapter 4 , i Me a n i Qolpboratfon, tbhd ri es t o compil e
previously mentioned analyses and information to reach a reasonable
interpretation on the act of 6 c o | | a b b tries toi underétand the ambiguous
relationship with the arts within the architectural context of the day, when the

definition of modern architecture started to be reevaluated.

This part of the study initially looks at the intended public role of architecture,

which was similar to western examples and disc
asserted that the integration of the plastic arts into architecture aimed to insert an

fiaset heti ¢ quaimitnyd® daxred sc it wi dhddaeculminaton i | di ngs .

of all the previous sections, this part will attempt to answer the question of

whether or not this act had a specific purpose in trying to create a bond with the

public.

The aim is then to answer the question of why and to discover the intention in this

6 col | abby emphasizing éhe defining characteristics of the universal/local

*Bozdojan, S.; Akcan, E. (2012) p 131
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dichotomy. It can be considered an obvious fact that architects do not think or
operate in complete isolation from their own context. In this social context, it is
stated that architecture becomes the product of both inner and outer agents, or in
other words local and international considerations, which are manifested within

the scope of an architectural ideology.*

Regarding this assumption, this part will finally try to interpret or approach the
issue through the oscillation between these two determinants, the local and the
universal. So, this evaluation analyzes whether or not the architecture of postwar
Turkey could offer a new perspective or come up with a new dialectic, which
included an intentional relationship with the plastic arts. To provide a rational and
substantial ground for this sort of an interpretation, the criticized and reformulated
points of modernism, which were promoted in western discussions and mentioned
in Chapter 2, are also taken into consideration. However, the basis of this
di scussion is formalized around the

examined in related examples. As a result, the essence and the frame of such an
approach in the case of Turkey is investigated in a comparative discussion on the
role and the meaning of the collaboration between architecture and the arts in the

broader contemporary architectural context.

% Tekeli, I. (2005). The Social Context of the Development of Architecture in Turkey. In R.
Hol od, A. E v i ,iModeem durkiSh ArcHiteckuee n(pp15-36) Ankara: Chamber of
Architects of Turkey. p 15
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CHAPTER 2

TOWARDA O6SYNTHESI S OF THHE NMAMDDEARRTDS 6

ARCHITECTURE

In December 13, 1944, Le Corbusier presented his thoughts on the collaboration
of art and architecture in a short article titled, ISy nt hdes arts majeurs:
Architecture, Peinture, Sculptured in the newspaper V o | ¢'n iHe®declared the
synthesistobefia p | a s that wouleghe the topic of future studies and would
create groups based on collaborative works.® Hence, the idea of a synthesis can
be considered as an additional facet in the collaborative undertakings of architects
and artists. This chapter will focus on this aspect in the process of the 6 sy n't
of ma j oA gereral tower®iew of this aspect will cover not only the mid-20"
century postwar years but also the earlier struggles and interaction within the

fields of modern art and architecture during the first half of the 20" century.

In the early years of the 20™ century and even in the late 19" century, there
appeared some aspirations among various groups within the art world to
collaborate. Using a holistic approach, such initial gatherings, based on common
concepts and dynamics, proved to be a trigger that inevitably contributed to the
postwar achievements, and set up a theoretical background for the re-cooperation
of art and architecture. The term, re-cooperation implies an evaluation of the
postwar period that accepts the existence of the practice of collaboration before
this time period. The postwar context marks a time the adoption of a new ideal
and a pursuit that is somewhat different from the previous times. This new idea
promotes the act of cooperation but offers something different of its own peculiar

accord, which will be discussed in this chapter in comparison to earlier efforts.

%" Boesiger , W. (1999). Le Corbusier Oeuvre Complete vol.5 , Basel ; Boston :

Birkh®6ser,

% Boesiger , W. (1999). 1999. Le Corbusier Oeuvre Complete vol.4 , Basel ; Boston :
Bir kh3®udsber ,
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The first part of the chapter examines the discourses of modern art and
architecture in the early decades of the 20" century, and correlates it with the
second part that presents the continuity of the activity and attempts to
demonstrate how a consensus on the dialogue between art and architecture had
been created by the mid-century. The chapter will try to highlight some specific
points, such as why architecture and the arts developed a relationship with each
other; in what ways the alliance between the visual arts was managed; what was
meant by the t e r synthésisd and why it gained strength from the early 20"

century onwards.

2.1. Arts and Architecture in the Early 20" Century

The developments in the social, economic, technological and scientific fields
could trigger new initiatives and opened fresh debates in the artistic sphere.
Diverse reactions might be set forth as a response to the changing context. The
practice of division of labor and specialization during the 19" century and onwards
was reflected in the artistic field by the creation of a split between different

disciplines. This individuality, as a trajectory of modernity, is typically defined in

John Adkins Richar dsonds argumeérdt add ftdlel svesnisati

with modernity the most familiar and yet uncanny is that of being alone in a
crowd. o

As a result of the growing distance between various fields, architecture emerged
as a more established and professionally defined discipline during the 19™
century. This formalization was the result of such factors as an organized
education system and the establishment of licensing and registration
requirements.”® These conditions not only separated different disciplines but put
them into much more individual categories. The approaches in the architectural
design also flourished alongside the means of production through this individuality

and specialization. This situation fostered the gap between the disciplines while

% Richardson, J. A. (1971). Modern Art and Scientific Thought. Urbana, Chicago, London:
University of lllinois Press. p 77

“% Prudon T. (2010). Art, Architecture and Public Space in New York, 1950-1970. Art and
Architecture, Docomomo Journal 42. 78-89. p 79
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encouraging designs that were influenced by the new means of production.

Crawford states as follow:

The introduction of the division of labor and specialization into office practice
[ é] rati onal i zpmductichepmomgting geeated efficiency while
undermining the synthetic integration allowed by more purely artistic methods.**

In architecture, there is propensity towards more constructive and functional
approaches while eliminating the artistic side and thereby abandoning traditional
practices, weakening its ties with other disciplines. In fact, the battle between
modernity and tradition points to another kind of separation a break from all
connectionstothepast. J ¢ r gen Haber ma sided asshe fradibaézed t hi s
consciousness of modernity,d which appeared during the 19" century, and

resulted in a conflict between tradition and the modern-day practices.*

Towards the end of the 19" century, there occurred certain movements or works
that might be considered as possible beginnings of the separation of the arts from
architecture. The critics started to establish the ground work for a link among the
visual arts. There emerged a new approach, based on the questioning of the

rupture between the modern art and architecture of the 20" century.

An early suggestion, at the end of the 19" century, came from Berlage. Paul
OverynotesthatAiBer | ageds ideas about the collective a
ideological importance of the wall surface, had promoted an interest among artists

in 6monumental & or mu.foRarticdarlytin amids st axmnetdi gl ed sf
and Society, ®erlage speaks about the collaboration of the arts during earlier

periods and discusses artistic development and its stagesasfia peri od of gr owt h,
a gol den age and arhep,ée applies the Eoncdpeaf i unet 9 i n

di v e rwhentdegfiding the second stage of artistic development, in which he

*1 Crawford, M. Can Architects Be Socially Responsible? In D.Ghirardo. A Social Out Of
Site Criticism of Architecture (27-45). p 29.

*2 Habermas, J. (1983). Modernity: An Incomplete Project. In H. Foster, The Anti-
Aesthetic: Essays on Postmodern Culture, Port Townsend, Wash: Bay press. p 4

3 Overy, P. (1991). De Stijl . London, New York: Thames and Hudson. p 87.
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seesasfit he ultimate g o“ Indealfthisastattmers & aaidctd i ng. 0O

have fsocial as well as aesthetic connotations, and linked a Hegelian

preoccupation with the unity of form and content with a more pragmatic

consideration of the rol e of°Aferesperienciagct ur e

a division within the world of art, this assessment shows the beginning of an
awareness and formation of critical views that aimed to assemble practitioners of

divergent disciplines for a common purpose.

Frank LI oyd Wr i g-hinclading endginedrs, krmdscapee acimtects,
sculptors, mosaic designers, cabinetmakers, and glass and textile makers - is
said to be one of these initiatives, a collaborative act, which reflected the vision of
Gesamtkunstwerk, a total work of art*. Another early example is the Belgian

designer and t heor i shouséla declg, which was designade | d e 6 s

and built with the intention to integrate dhe synthesis of all artsd’.

In addition to these examples that merged different areas into a cohesive whole,
during the 20™ century, more remarkable transitions came into life. One can
witness the blurring of the borders within each field and even a crossing over.
Indeed, the manifestation of this interplay alludes to a most cognitive kinship; a
reciprocal relationship based on feeding from the same sources and sharing
similar concepts. This conceptual alliance, this plastic vision, created visual
similarities in the early years of the 20™ century. Above all, the intellectual
cohesion among the visual arts was the upshot of experiencing the same evolving
new way of life, which could be inspirational for all. In addition to the social,

cultural and economic changes, newly discovered science and technology

* Berlage, H.P. (1996). Art and Society 1909, In lain Boyd Whyte and Wim De Wit,
Hendrik Petrus Berlage Thoughts On Style 1886-1909, Santa Monica: Getty Center. p
285

5 Naylor, G. (1975). De Stijl: Abstraction or Architecture? Studio International no 977 , 98-
102. p 99.

*® Frampton, K. (2007). Modern Architecture: A Critical History. London: Thames and
Hudson. p.62

*" Ibid. p. 96.
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undoubtedly influenced artistic efforts and initiatives. This atmosphere offered

fertile ground for widespread communication within the art world.

Particularly, the cognitive basis was based on an fontological identity between

modern art and architecture,6 which suggested a common lexicon for design and

fidrew formal inspiration from abstract art."*® The overall destination of these

collaborations was moving towards universality and abstraction, which would

foster more integration aTheinflgx of dbstractvagr i ous di sci
into architectural design is not considered a passing fancy. There seems to have

developed a bilateral relationship between them as itis revealedi n Hi t chcockos
statement:il t i s the abstract art which speaks the v
to architects. It is the abstract aspects of various kinds of modern painting which

belong to the world of the architect as a visual artist.d® Al f r ed Bar,r6s scheme
which was prepared for the cove r of the exhi Cubismami catal ogue
Abstract Artoin 1936, made the issue appear more lucid (

Figure 1). The scheme explicitly displays the network among several different

avant-garde groups and movements.

In this regard, the art movements and initiatives of the early 20" century, i.e.,
Cubism, Futurism, De Stijl, Constructivism, Suprematism, Bauhaus, Surrealism
and Expressionism, became parts of this debate, especially in the use of an

abstract approach. In the case of Cubism®, which included the concept of

48 Pearson, C. (2010). Designing UNESCO. Farnham: Ashgate. p 71.

* Hitchcock, H. R. (1948). Painting Toward Architecture. New York: Duell, Sloan and
Pearce, p 45.

* A name given after the autumn exhibition in 1908, Cubism became an international
concept that incorporates the works of such artists as Picasso, Braque, Gris, Metzinger,
Leger, and Delaunay. They used abstractions for depicting the world. The physical
appearances of the objects were fragmented by multiple viewpoints in order to reach the
essence, which was perceived mentally. For this reason, objects were distorted and
broken down to their basic components as in the analytic cubism phase. Another stage
was using collage and gathering together elements from the physical environment for
creating something new. The fragments of the object were reflected simultaneously on the
canvas. In fact they made a new fiction apart from imitating the environment. At the end,
the beholder experienced something anti-traditional, unfamiliar to the painting methods
and even something challenging with the status of the art-object.
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simultaneity, distortion and dynamism, there was the usage of basic geometric
shapes in unusual ways. The extensions of these new concepts are evident in the
formation of a new spatial vision regarding the radical change in compositional
language and space perception. According to Sigfried Giedi
Pi cassobs wuse dtistic meamsifoc $patial conceptions, gave Cubism
the chance of expanding into the field of architecture®. Along similar lines, as an
example to common concepts, Norberg-Schulz draws parallels between the
concept of transparency and the juxtaposition of planes in architecture and

Cubism®2.

Similarly, in Purism, there existed a convergence at the point of elimination and
turning to plain and standard geometric forms that reflected surfaces, structural
elements and general layouts. As described in his book The International Style,
Hitchcock claims that i Oz e n f sarh daf &$hism, called Purism, had perhaps
inspired Le Corbusier in his search for sources of formal inspiration for a new

Y

archit®cture. o

A bringing together of art and architecture was also witnessed in Futurism®.
Filippo Marinetti published his article titted A Fut ur i st inMad®inflLest oo
Figaro and the art world first encountered the buzz words of mobility and speed,

which indispensably found their way into architecture as fthe representation of

°L Giedion, S. (1967). Space, Time and Architecture: The Growth of a New Tradition.
Cambridge: Harvard University Press. p 446.

5 Norberg-Schulz, C. (1975). Meaning in Western Architecture. New York: : Praeger. p
200, 192.

%3 Hitchcock, H. R.and Johnson, P. (1966). The International Style. New York: Norton.
First published in 1932. p 32

54Dunchamp, Ball a, Santo6éEIlIia, Boccioni were the
they all glorified machine aesthetic. Its attitude was radical and propagandist. The

alterations in machine technology, industrial materials, goods and some inventions

effecting daily life had roles for the integration of those concepts in art world. They added

movement to the object in the years when they had the opportunity of following the

movement sequences of mobile things by new explorations.
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movement and its correlates: interpenetration and simultaneityd®. In 1917
emerged Constructivism®®, which had a close relationship with architecture and
propounded dynamism. The prominent figure, Russian artist Kazimir Malevich
published the A Supremati st a5 anfl eas tino @onstiuativism,
Suprematism®’ exhibited a type of intense association. This initiative was an
important step in modern art, which was also seen in his Suprematist architectural

models, architectonics, as well.

A more intimate relation was seen in the works and discourses of the De Stijl

group®®. Their manifesto was announced in 1918, which asserted the main goal

as Afithe organic combinati on of architectur e,
elemental, unsentimental construction.6®° J ¢ r gen Joedi cke defines the
De Stijl that leant towards universal principles and a sort of collectivity as follows:

Under the ethical and moral grounds of truth, objectivity, order, clarity and
simplicity, they were opposed to the social and economic situation of their time,

% Giedion, S. (1967). Space, Time and Architecture: The Growth of a New Tradition.
Cambridge: Harvard University Press. p 445.

%% Tatlin, Rodchenko, Gabo, Pevsner and Malevich were some artists who can be counted
in this approach. In fact it had two wings one of which was closer to pure art, and the other
one had a tendency towards utilitarian sense.

> The typical approach of the industrial age, destruction of the tradition, echoed also in
the Suprematist art. The unnecessary elements were separated from the painting and an
absolute geometry, so called rationalism, appeared which was far from the external reality.

% Working alongside with De Stijl, the tenets of Neo-Plasticism was set in 1924. First
manifested in painting, De Stijl created principles applied to architectural pieces as well.
Theo van Doesburg and Mondrian were the leading figures of it. The movement tried to
get beyond the visible world to the intellectual, absolute realities and the paintings
expressing super individual features. They used contrasted values for making an
asymmetrical balance in compositions, horizontal and vertical lines, grids, and primary
colors.

% Conrads, U. (1970). Programs and Manifestoes on 20th-Century Architecture.
Cambridge, Mass. : MIT Press, Trans.M.Bullock.p 39
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striving always to move away from the hazards and accidents of individualism
to a collective universal view.*

This type of collaboration crystallized in notable examples such as the Aubette
project in StrasburgbyVan Doesbur g, Hans Arp and his wi:/
the Sch r ° dhause in Utrecht;andalsoJ . J. P. OQOuddés Caf ® Unie in

In close cooperation with Mrs. Sc hr °der , t he owner of t he
designed the S c h r °hduse (1924-5) apllying similar approaches seen in De
Stijl paintings. The houseiss een as At he embodi ment of the
pri ncf ptramsfersdwo-dimensional design principles to three-dimensional
surfaces, specifically in creating dynamic facades (Figure 2).Frames in primary
colors and planes separating different spaces are all the manifestations of a new
plastic vision. Ordinary volume, the cube, was fragmented and formed a new
equilibrium. But surprisingly, this illustrious example was not a representation of a
collective act. Although there had been some attempts by Theo van Doesburg to
participate in the project, in the end, the design did not involve any collaboration

with an artist.

Included amongfit he four | eaders U f0J)MmOueampletaar chi t ec
a design that displays formal characteristics of Neoplastisicm. Hs Caf ® de Uni e
(1925) i s st at e dimensionafi graphic desigre intended to seize the

attention of passers-by with its bold use of color and lettering, to draw their

attention across the street to look into the wide plate-glass windows and enter the

int e¥@ior.o

% Joedicke, J. (1959). A History of Modern Architecture. New York: Praeger. trans. from
german by James C. Palmes. p. 100

ot Overy, P. (1991). p 119.
®2 Hitchcock, H. R.and Johnson, P. (1966). p 33. First published in 1932.

% Overy, P. (1991). p 131.
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Figure 3) This project, similar to the S ¢ h r °Hduse, had no collaboration with an
artist during its design process. Rather, it visualized ideals of De Stijl, which were
accepted and used by De Stijl architects.

Another representative of De Stijl ideals was the Aubette project in Strasbourg
(1928). Unlike the two above-mentioned examples, this project was a
collaborative work carried mainly by Van Doesburg and Hans and his wife Sophie
Taeuber-Arp. The project was a redesign of the interior of a 13" century building
that was renovated during the 18" century. As part of the project, Hans Arp and

his wife Sophie Taeuber-Arp were initially commissioned to design a ¢ a f &®,

restaurant, a cinema and a ballroom (
Figure 4). Van Doesburg created diagonal shapes in the dance hall, which is said
t o i opel thé rigid box of the room&* a n dnade color, expressed in non-

balanced counter composition, destroy and recreate existing architectural

space.§® Incontrast, Ar p 6 s rchasfbi®modpkisshapes and Taeuber-Ar p 6 s

tea room and f oyer bneticaadabstrattimusicghcolons@amde

shapes inspired by the wall paintings of Pompeii.&®

Principally, Theo van Doesburg focused on cooperation within architecture in
order to bring people and art closer. Il n t he exon MenymeritalArtt be
states that, i by devel oping a O6monument al 6
architecture it would be possible 06to

geo

painting

pl ace man

it and thereby enabl e® Heialso publishep a textitted pat e i n it

fvers Une Construction Collectived in 1924, which was prepared for the
Rosenberg exhibition held in 1923. Thi s exhibition avy
exhibited photographs, drawings and models of architecture interiors, which were

created on the De Stijl ideas. Allan Doig, in the book titled Theo Van Doesburg,

® Janssen, H. and White, M. (2011). The story of De Stijl Mondrian to Van Doesburg..
Farnham : Lund Humphries. p 214

65 Naylor, G. (1975). De Stijl: Abstraction or Architecture? Studio International no 977 , 98-
102. p 100

% Janssen, H. and White, M. (2011). p 214.

" Overy, P. (1991). p 89.
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mentions one of histexts, it he Struggl e § wohere heheealudted w St y | e

ithe architectonic character of paintingo a

construction.&® In fact, Doesburg dealt with these kinds of architectonic projects
and designed spaces with interpenetrating and overlapping cubes and planes (

Figure 5).

In addition to the geometric approaches in modern art movement, there were also
non-geometric stances, which were linked, although not to the same extent, with
architectural design practices. The emotional and spiritual attitude of
Expressionism was a reflection of the inner world of the artist. Kandinsky, an
important representative of the movement, tried to feel inner vibrations of an
object, based on individual observation. So there appeared compositions as free

floating surfaces, in unusual color and form arrangements.

Another manifesto, which was written by Bruno Taut, was presented in 1918
under the title fArchitektur-Programm.o It advocated collaboration among the

disciplines and declared t h attere Will be no frontiers between the applied arts

and sculpture or painting. Everyt hi ng wi | | be on & Lateh iha g :

ar ct

group Ar bei t sr at(WokLounckformrAg)tdeveloped Taut 6 s assessmen

This manifestation implied one more time thatii Ar t and pfermpungdy. must

Art shall no longer be the enjoyment of the few but the life and happiness of the

masses. The aim is alliance of the arts®lunder t|

fact, the idea is based on merging arts and people for which architecture is
considered as an effective instrument and as a result, the chosen focal point for

this purpose.

Supporting this notion, a relevant argument is proffered by Noberg-Schulz: A Wh e n

integrated with architecture as a meaningful whole (Gesamtkunstwerk), the

68 Doig, A. (1986). Theo Van Doesburg : Painting into Architecture, Theory into Practice.
Cambridge; New York : Cambridge University Press.p 1

% Conrads, U. (1970). P 41
©Ibid. p 44
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pictorial arts, and even music and d&r ama, becon
This new argument gives the hints of a new type of relationship among the visual
arts. In other words, it describes a direction towards a complete work of art and an
actual collaborative act rather than sharing common ideas. Meanwhile, in 1919,
an exhibition was held in Berlin for iUnknown Architectsa The leaflet for this

exhibition asserts:

Let us together, think out, create the idea of architecture. Painters and sculptors
break through the barriers to architecture and become fellow builders, fellow
strugglers for the final goal of art: the creative conception of the cathedral of the
future, which will once again be all in one shape, architecture and sculpture and
painting.”

Shortly after, Walter Gropius, a member of the Ar bei t s r a tandFognder Ku n st
of the Staatliches Bauhaus, published the program for a new school, Bauhaus,

which was founded on the idea of the collaboration of the visual arts.

The Bauhaus strives to bring together all creative effort into one whole, to
reunify all the disciplines of practical art i sculpture, painting, handicrafts, and
the crafts- as inseparable components of a new architecture.”

The intention was to start the correlation at the very beginning, in the education
process. As a part of the training process, the instructors would encourage all arts
to unite in harmony to form architecture. Nevertheless, this call for a unity
generated from the systems of production of the time, and suggested
collaboration not only between the visual arts but also between industry and the
arts. As long as it stayed in line with the systems of production, it would be at the

very core of the new life.

In brief, different disciplines worked alongside each other at particular junctures,
where they embraced similar concepts. The path continuing from the 19" century

into the early 20™ century provided initial footing for collaborative achievements,

& Norberg-Schulz, C. (1968). Intentions in Architecture. Cambridge; Mass.: MIT press. p
126

2 Conrads, U. (1970). p 46

% Ibid. p 50
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and in a particular way established the basic guidelines under which to operate.
Moreover, there were significant achievements that were materialized as a result
of this approach in a visual manner together with a new lexicon within the field of
architecture. The alterations in design approaches were crystallized in the usage
of basiccol ors and transparency, fa-ade -organi z
floating planes, new plan layouts and patterns, the dominance of basic geometric
shapes, achieving purity, a new space conception and the new stances in the
usage of materials. Although there seems to have been developed a small
number of concrete instances and new perspectives in design, some parts of this
process remained indefinite. The characteristic of the interaction was not
completely determined, which also had to define the process and the levels of
alliance.

Nevertheless, one specific assertion more clearly defines relationship between art

and architecture. In 1932, in the exhibiton bo ok fl nt er patHidrmrcelc 08tky
defined some particular rules regarding international style. While he explains the

third principle called fThe befadwodatdsamorkse of Ap
ofat,and decl ares t hat firel ated subordinate w
on occasion been successfully used to decorate contemporary buildings without
degenerating into m&Headnitpthdt thezechasmot heemae nt . 0
conscious and determined collective work for the integration of artworks, but
despite this fact, he thinks that At her e i s an opportunity her
which may well in the f u%lAfter¢he SeecaddiWotldo br i | |
War, this attitude would go beyond from a mere interplay among the visual and

plastic arts to their sy nt hesi s. A new assemblage and
appr oa chAwoeldappear.

™ Hitchcock, H. R.and Johnson, P. (1966). P 33. First published in 1932. p. 73
® Ibid. p 74.
® Villanueva, C. R. (2010).The Integration of the Arts. Art and Architecture, Docomomo

Journal 42. 53-55. p. 54
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2.2. The &all for a Unitybéof Arts and Architecture in the Postwar Era

In 1947, the International Congresses of Modern Architecture (CIAM),”’ the main
organization of modern architects, confirmed its aims at the meeting held in

Bridgwater as follows:

These have been years of struggle and separation during which, as a
consequence of the threat of Fascist domination, political, economic and social
guestions have taken on a new significance for everyone. At the same time
technical progress has been accelerated. [ € ] The techniqu
al so moved forward [ égethert raspomgble folaa hew
conception of integrated planning which is now emerging. Allied with this is a
new78contemporary consciousness that finds its definitive expression in the
arts.

The new contemporary consciousness alludes to a new conception in
architecture, which strives for a consensus with other disciplines in the process of
planning, and which can fulfill the latest demands of life. There were urgent
problems and priorities to deal with, such as the reconstruction of devastated
cities, the planning of new capitals, and the deliberations on restoration issues,
which were all put on the agenda by virtue of the world war. Another consequence
was the critical query of modernization that points to the failure of modernity,
which turned into an unanticipated and undesirable outcome of the war. This
criticism topic set in motion reactions towards modern architecture and
accelerated the reassessment of particular connections among the various fields.
The stance on these topics and the questions posed during the postwar years
suggested a collective act, which would bring the issue of the fsynthesis of major

artsoto the very center of the debate.

While embracing different ideas, the collective spirit has a sophisticated dialogue

with architecture. The new constitution process of the mid-20" century produced

" CIAM was established in 1928 in Switzerland. | t s ai ms were state
formulate the architectural problem of today, to represent the idea of a contemporary
architecture, to instill this idea into technical, economic and social thought, to watch over
the contemporary development of architectur e . 0 G$. €185il) oAnDecade of
Contemporary Architecture. Zurich: Girsberger. p.16

8 Giedion, S. (1951). A decade of New Architecture. Zurich: Girsberger. p.16
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reconstruction projects that displayed criticism of modernity, which included
modern architecture. Indeed, through the struggles for these problematic issues,
the integration of the visual arts, as a potential solution, generates some
discussions, which are basically the new interpretation of monumentality,
considerations of humanistic spaces and publicity of art. But, why was an alliance
with the arts considered as a likely solution for architectural issues in the first
place? Specifically, what would be the role of the arts in overcoming the very
crisis of modern architecture? What type of a dialogue was proposed? At which
level did they achieve reconciliation? Were there any different approaches from
the previous periods?

In the postwar years, it can be clearly seen that there was a different trajectory in
terms of the dialogue between architecture and the arts. Apparently, this
collectiveness refers to intense collaborative measures where the arts merge with
architecture in a visual and plastic manner rather than simply sharing common
design approaches, or conceptual essences as seen during the early 20" century.
At the time, a large number of projects, events and meetings were observed,
which speculated on possible versions or methods of collaboration of the arts and
architecture. Those meetings could be said to represent the attitude of the time
and how particular circumstances or visions brought people from different
professions together. Regarding this, in some speeches, this collectivity was
defined as a trend, which definitely brings the issue of the spirit of the age. Calls
were made stressing this aspect and they described the age via collectivity, while
the way that the architecture milieu should pursue was drawn accordingly. In this

vein, Christopher Pearson argues in relation to this period that:

[ é imembers of the older generation again took up the challenge to reconcile
the ongoing dialectic of technological modernity and traditional humanistic
values. With the onset of the cold war, this goal came to seem even more
pressing, and calls for a new unity came from both artists and scientists.”

Those invitations or intentions were not only in the hands of the artistic circle.
Another actor partaking in this collaboration process was the state that

commissioned artists and provided social status.

" pearson, C. (2010) p. 20
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The United States camp and the Soviet Union camp began to fdominate the
international scene in the second half of the short twentieth centuryo and fthe
governments of both superpowers accepted the global distribution of force.§° At
this genesis of a new world, new established states and their capitals also

became important point of focus that partook in the architectural milieu.

During this juncture in history, it was revealed that architecture is an essential
instrument to reflect the power and the disparity of the new regimes. Therefore, all
of the parties involved in the planning and the construction of the built
environment were associated with political agendas.® These building facilities,
which were a part of a program, resulted in creating structures that went beyond
structural considerations. In relation to the integration issue, the states set new
formal arrangements and stipulated the placement of art works within the newly
established environment.

For instance, the United States and some European countries supported art
project policies. In fact, during the Great Depression of the 1930s, in the United
States, the federal government through the Work Projects Administration (WPA)
had already initiated a far-reaching arts program.®> The Treasury Department
program then required that one per cent of total building costs should be reserved
for art expenses® (

Figure 6).

Dore Ashton, who clarifies the official position of New York City in her publication
AThe City an dsseuts tisay laylthis propbssal, artists had turned out to

8 Hobsbawm, E. (1994). Age of Extremes: The Short Twentieth Century 1914-1991.
London: Michael Joseph, p. 226.

# Doordan, D. (2002). Twentieth Century Architecture. New York: H. N. Abrams, p. 132.

% Redstone, L. (1968). Art in Architecture. New York: McGraw-Hill. p. vii.

% Bittermann, E. (1952). Art in Modern Architecture. New York: Reinhold Publishing
Corporation. p. 8.
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be an essential part of the American society.** Probably, this government
interference generated a new and common territory for both artists and the
common people. This involvement might have accelerated the process of

cooperation by drawing the initial formal outlines of the procedure.

This kind of a governmental initiative was also implemented in France; to arrange
that one per cent of a construction budget of all public buildings to be used for the
inclusion of the fine arts as part of the buildings.*> Damaz points out that, after
the war years, i Ol d Eur o p e ahaving lostmuchr of teeg economic and
military strength, struggle to maintain their ascendancy in intellectual and artistic
fields,d® which also intersected with the new pursuits of European artists for new
opportunities in public architecture. This inclusion of art in architecture was
supported for a credible close relationship and fa more direct contact with the
people, in order to better their material surroundings and satisfy their emotional
needs.d’

In the aims of CIAM 6, this postwar period was stated as witnessing i a t
toward the reintegration of the plastic arts 1 architecture, sculpture and painting -
and thereby toward a clearer understanding of contemporary forms of artistic
ex pr e s’ Naming the new age a s ffa period of gr

Antoine Pevsner declared in 1947:;

A revolution i s i monaheeodd tomew research af which
the guiding idea is the attempt at a synthesis of the plastic arts: painting,

8 Ashton, D. P. (1988). The City and Visual Arts. In L. Wallock, New York Culture Capital
of THE World. (pp.123-156). New York: Rizzoli. p 124

% Redstone, L. (1968). p. 146.

86 Damaz, P. (1959). Art in European Architecture. New York: Reinhold Publishing
Corporation. p 69

8 Ibid. p. 69

8 Ockman, J. (2000). Architecture Culture 1943-1968. New York: Colombia Books of
Architecture/Rizzoli. p 102
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scul pture and architecture. [ é] a period of g
witness the execution of imposing constructions in vast urban spaces.®

Related to this collective vision, the emergence of cooperative offices is another
case that, in one sense, affected the process of collaboration with the arts.
Accordingly,i n Mar gar et Cr a we S8acahd World/Wae, m relatoori t e r
to the architecture profession, large scale corporations made up a large
percentage among their clients, which lead to the profession to focus on larger
offices in order to meet the demand of those particular clients. Architects had to
corporate with the other disciplines in order to be able to offer a total design.*® An

example of cooperative office model, she referstoWalt er Gr prgjectu s 6 s

In 1945, Walter Gropius attempted to restructure professional practice into a

mor e socially usef ul form by establishing a
Collaborative (TAC), founded on a cooperative model emphasizing teamwork

with allied disciplines such as sociology, economics, and art. These idealistic

goals floundered from the beginning, and as the office became successful, it

inevitably fell back on a corporate model of specialization.”

According to Peter Blake, this circumstance within the realm of architecture was a
result of the time period. It was inevitable that there would be an affiliation
between the arts and architecture. His argument is as follows:

Above all, we believed that the new architecture was really part and parcel of
the philosophical and artistic spiri
was a profound unity in all the creative work that moved us and spoke to us,
and that we were an integral part of a major artistic revolution that was
sweeping the world.*

of our

—

% Read, H. (1959), p. 212. Quoted in Naum Gabo: Antonie Pevsner, New York: MOMA,
1948, p. 57, from Rene Drouin Galerie, Paris, Antonie Pevsner, Paris, 1947.

% M. Crawford (1991). p 35

% Quoted from Bernard Boyle. M. Crawford (1991). p 36. Primary source, Boyle, B.
(1977). Architectural Practice in AMERICA, 1865-1965- Ideal and Reality. In S. Kostof,
Architect. New York: Oxford University Press. 309-44. pp 335-38

%2 Blake, P. (1996). No Place Like Utopia: Modern Architecture and the Company We
Kept. New York: W.W. Norton. p 179
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Joan Ockman calls t hi s period a s whaen nmodernisne gndu mo b et
postmodernism, which addressed the important transitions and revisions in the
concepts of modern architecture. Her d e s ¢ r i phe iintegration ®f more
humanistic concerns and recovery of premodernist and ant-moder ni st® t heme s
can be indicated as the conversions that linked the integration of the arts and

architecture.

In other words, this outlook can be stated as reconsidering or reevaluating a
vision or an act that had existed previously in a distinct form. Consequently, on
the raising of a skeptical voice on modern architecture and pondering on its
possible new adaptation, a relationship with the arts provided a potential solution
to these issues. Architecture, hence, sought a new possibility of collaboration with
the other plastic arts in forms of reliefs, free standing and suspended sculptures,
plasters, mural paintings - frescos, mosaics, ceramics - and stained glass in

private and public buildings of the postwar period.

According to Damaz, the aspiration for a new reintegration of the arts and
architecture was mostly connected with the dissatisfaction with the present
approach of modern architecture and the limits of two disciplines owing to their
isolated stance.®® Fromt oday 6 s p,ehere pvascan ifemxiety about the
adequacy of contemporary architectural culture to cope with positively influenced
society in its new state.d” So, architecture developed a new logic and underwent
a critical analysis of its fundamental principles in order to create a new frame. But
why and how did modern architecture begin to criticize itself? What makes this
conscious move so modern and singular of its own structure is, indeed, the

approach of questioning that resides in its core?

points that started to be reevaluated wer
functionalism by other theories Iike structural:@
reassertion of the critical or radiiomafl si de of m
moder ni st Ockdanp(R000d. p 130

% Damaz, P. (1959). Art in European Architecture. New York: Reinhold Publishing
Corporation. p 3

% Goldhagen S. W. and Legault, R., (2000). p 13
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Scully argues that mo d er n  a r chag dctedcas mucle mofe than a simple
reflection of its society. Like all art, it has revealed some of the basic truths of the
human condition and again like all art, has played a part in changing and
reforming that? dnothisdsensd, thare seems ® Ibd a task that
architecture has to tackle. At first, it clarifies the new condition, and afterwards, it
determines the needs of the new age on its own rather than passively choosing
the act of adaptation. It produces a fresh result, and once more, it creates a new
consciousness suitable for everyday life.

A similar assessment was stated in the aims of CIAM 6 by reclaiming some points
of La Sarraz of 1928 and the Athens Charter of 1933: five affirm today the
necessity for a new conception of architecture satisfying the spiritual, intellectual
and material needs? Sofitcanreasidyea dbsenved yhat lthe
critical overtones toward modern architecture actually focus on its scope,
outcomes and how it is associated with the demands of the time. The
contemporary context called for decreasing distance from everyday life and
creating a bond with the people. It implies a different type of spatial experience,
which appeals to sensual and aesthetic requirements. Thus, the reintegration of
the visual arts and the reconnection to them, to some extent, put forward the spirit

for the reincorporation with public life.

J.M. Richards as presented in the first part of the questionnaire for the CIAM 6

meeting:

And if he (the man in the street) does not find the visible products of modern
architectural thought sympathetic to his own aspirations, then modern
architecture as a whole will not obtain his support, and may be in danger of
becoming an art of the kind that is appreciated only by connoisseurs.®

% Scully, V. (1979). Modern Architecture, The Architecture Of Democracy. New York:
George Braziller. p 10

 Giedion, S. (1951). p 16
% Richard, J.M. (1951). The Bridgwater Questionnaire, Contemporary Architecture and

Common Man. In S.Giedion, A Decade Of New Architecture. p 33

35

f

e .



There seems to have an anxiety about the status of modern architecture that
could cause alienation and distance from everyday people, in other words:
isolation. In order to avoid this situation, architecture should f o c u s on
emotional states, which could be achieved by an integration of the arts. This idea
is also clearly reflected in Giediond statement: fif we really agree the right of the

emotional world to exist in this sphere, then architecture and town planning can

peopl e

nolongerberegardedi n i sol ation fr¥m their sister ar:

A similar opinion about this integration, basically, serves to remove the plain
appearance of modern architecture by adjusting its primary principles. As
Theodore Prudon gi ves t hArtsArclhjtecture and Public
Space in New York, 1950-1 9 7:0 0

Ada-Louise Huxtable, the former architecture critic of The New York Times,
argued that the incorporation of modern art into modern architecture was only
intended to soften the austerity and blandness of modern buildings.'®

From a retrospective view, Horacio Torrent elucidates the parts that critically
guestioned modern architecture as fbvercoming constructive objectivity and
absence of soci &%Likewsq wherslews Mumford aitkided the
rational approach, he foundthe s ol uti on by combining

subjective functions: to balance off mechanical facilities with biological needs,

Afobj ec

social commitments, ™and personal values. o

During this period, regarding this social consideration, a new interpretation on

monumentality appeared. Kenneth Frampton defines the period as follows: i t h e

year 1945 appears as the watershed between the socially committed ethos of the

“Giedion, S. (1951). The Bridgwater Questionnaire, Contemporary Architecture and
Common Man. In S.Giedion, A Decade Of New Architecture. p 35

1% prydon, (2010) p 81. Primary source: Huxtable A.L. (1959). Art with Architecture: New
Terms of an Old Alliance. New York Times, September 13.

% Torrent, H. (2010). On Modern Architecture and Synthesis of The Arts: Dilemmas,

Approaches, Vicissitudes. Docomomo Journal 42. (pp 6-13). p 7

192 Mumford, L. (1964). Art and Technics. New York: Columbia University Press. p 115
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New Deal and an incipient i MpAu declagation,o war ds mo n
regarding an altered approach towards monumentality, came from the luminaries

of the period. Fernand Leger (painter), Sigfried Giedion (architectural historian)

and Jose Luis Sert (architect-planner) wrote a manifesto called the A Ni ne Poi nt s

on Monument a lwlhich was preparedla® f#sg for the American abstract

artists but later on published in 1958 for the first time in Gi e d i lmookd s

Architecture, You and Me. The publication aspired to renew the concept of

monumentality fin terms of a truly modern, democratic, and public sphered®

through a critical point of view about the modernist discourse and posited the

desires of the public as the factual basis for the monumentality issue:

The people want the buildings that represent their social and community life to
give more than functional fulfilment. They want their aspiration for

monumentality, j oy, pride, and excitement t o
being the integration of the work of the planner, architect, painter, sculptor and

landscapi st demands close coll aboration between
architects have not been trained for this kind of integrated work.*%®

Giedion later published in 1944 as a part of hise s s ay Thé Nekdefat a New
Monumentalityd® that again revisited this concept. Here he talks about the
reconquest of the monumental expression, whi ch he categorizes as @t
stepd and At hoeusmoasnd dtammegemo st di fficuldt stepo

architecture.**’

1% Erampton, K. (2007). Modern architecture: A Critical History. London: Thames and

Hudson. p 240

1% Golan, R. (2002). From monument to Muralnomad: the mural in modern European

architecture. In K. Koehler, The Built Surface Volume 2 (pp. 186-208). Aldershot, Hants ;
Burlington: Ashgate. p 200

195 5.L. Sert, F. Leger, S. Giedion. (1958). Nine Points on Monumentality. In S. Giedion,

Arch You and Me. Cambridge, Massachusetts: Harvard University Press. p 49.

1% Giedion, S. (1944). Need for a New Monumentality. In P. Zucker, New Architecture and

City Planning. New York: Pheéel os-668hi c al Library (pp 547

197 |bid. p 552
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Joan Ockman says that both these statements t ri ed to #Apl ace monu
within the historical eSheoc! | vati i mosits rieshiftasknmofid e r ni s
the postwar period would be the reorganization of community life through the
planning and design of civic center, monumental ensembles, and public
spectacles.d% This planning formula proposes collaboration with the intention of
creating spaces that appeal to social life. The reassessment of monumentality
included the consideration of public life. Aside from the functionality, spaces
should satisfy the emotional needs as previously mentioned. A possible solution
to fulfill these needs of the time, in that case of a more intense connection with the
public, is seen in transforming the concept of monumentality. Spaces, which
primarily include mediums that have the potential to establish a dialogue with
people, could possibly turn into humanistic spaces. This movement directed
towards the representation of society by including works that creates emotional
expressions, which were lacking in modern architecture. Thereby, the space
would be shaped by the desires and expectations of the people. Additionally, it
would also conquer isolationism by embracing different strata of the society and
therefore gain the feature of a democratic space. By promising of the creation of
spaces that will appeal to people, in a democratic sphere; this renewed concept of
monumentality would be linked to collaboration as long as it implies a

Amonument al e x pintegratediworkb&tween differennart forms.

Again, returning to the issue of the collaboration of the arts and architecture in
regard to monumentality, we witness the very first prominence about this subject
at the CIAM Athens meeting in 1933. Fernand Leger was the first one who talked
about the collaboration issue at this meeting. As an esthetic position Leger, stated
in 1933 in his article Airthe Wall, The Architect, The Pspeakingda the
architects: ol Want to forget that painters are put into this world in order to
destroy dead surfaces, to make them livable, to spare us from overtly extreme

architectural positions.d®

1% Ockman, J. (2000). p 27

19 Fly, E. (1973). Fernand Leger: Functions of Painting. New York: Thames and Hudson.
p 96
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In 1934, the group | 6 Ar t publishedatheir text in the journal Ca hi er s
where they talked about collective work and about their main goal which was to
irecr eat bdetwednehe aréhitest, Gculptor and painter. They came up with
suggestions and demonstrated the viability of this proposed collaboration. In
search of providing a means for the active participation of artists in social life, they
called for a reform and announced the exhibition | 6 Ar t thaflwaould Ehow a
means for this vision™ (

Figure 7). As mentioned previously, a similar concern was highlighted in this text,
which was the aspiration for the artists to be an integral part of the society. Along
this vein, they sought for possible solutions, which substantially resided in the
painting, specifically in murals. Likewise, Ozenfant, one of the members of group
| Adt Mural, situates the mural to an essential status and sees it as the outward
manifestation of the collective act. His argumentis asfollows: il n or der
the problems created by mechanization, the society would have to organize itself

collectively, andthe mur al woul d be the ideal*

In addition, the journal L6 Ar ¢ h i t éud touurr dateéaimes the place where of
numerous ideas were shared about the collaboration issue. In fact over the years,
it turned into a dissemination instrument on this subject. First published in 1945,
the journal L6 Ar chi t ect ur eas dhé Aegno loyrwhiéhhtheoretical
aspects of the subject could be embraced. The prominent figures in CIAM
contributed to the journal via manifestos or realized products. For instance, in

1945, the May and June volume printed Andr e Bl ocds arti

t

(0]

symbol

ol

D6 Ar t

addr ess

for t

i n t h

Architectureo section. I n hiscelsptayre AidpadBj oor ddmmient ed on

the topic, feynthese des arts majuers: architecture-peinture-sculptureo(Figure 8).

The 1946 special issue of the journal concentrated on the works of architecture,
painting, sculpture, and tapestry by Le Corbusier, Brancusi, Picasso, Giacometti,

19 Ozenfant, A. (1934).L 6 Ar t .C\athri aelr  d-B0apr274 . Basdd orGthe text, it is
revealed that Andre Lhote is a member of this group. The striking thing in this manner is
that, he was carrying out an atelier where newly graduated Turkish artists from the
Academy were enrolled and this will be the issue of the following chapter.

! Golan, R. (2002) p 192. Quotation from Amedee Ozenfant. (1935). La Peinture Murale:

Divorce de Léar chitecture ehcyel dpme dAeei nFauig: reibraire s e

Larousse (pp 1670.2-6)
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Savi na, Leger, Mi r, and dealnvdth theecmestionLaf artistict

collaboration.™? Le Corbusie r 6rst iac | e t it pbaded| ( effspagb hal|l By

Indicibled outlines a mutual effect accepting architecture to have plastic
characteristics and emphasizing the aesthetic concept and the contribution of the

plastic arts to spatial issues:

Architecture, sculpture, and painting are specifically dependent on space bound
to the necessity of controlling space, each by its own appropriate means. The
essential thing that will be said here is that the release of aesthetic emotion is a
special function of space. Action of the work on its surroundings and reaction of
the setting reveals a phenomenon of concordance, a true manifestation of
plastic acoustics.*

Based on this assessment, emotional aesthetic is at the forefront of Le
Co r b u sconeeptfsspace. In fact, he describes it as having a substantial role
in space perception, through which the desire for collectivity could manifest.

The CIAM meetings were an important platform that gave voice to the collective
spirit of the time. At the 1947 CIAM Bridgwater meeting, discussions included
communication within the society and the importance of public work, and how to

do it in a manner that promoted the ideals of democracy.

fiThe Questions of Aest heti cs m@to dhe ©ther
Artso was put forth at the 1947 CIAM meeting, for the first time within CIAM,
together with Giedion, J.M. Richards from the MARS Group, the English wing of
CIAM, and the artist Hans Arp.'** Two questionnaires were presented. Giedion
focused on the isolationist nature of the artist from everyday social life; more
specifically, their exclusion from common areas where they can express their

ideas to people. He criticizes the present condition with these statements:

112 9ckman, J. (2000) p 65

113 | e Corbusier, (2000). Ineffable Space. In J, Ockman, Architecture Culture 1943-1968.
New York: Colombia Books of Architecture/Rizzoli. p 66; see also, Le Corbusier,(1958).
Modular 2. London: Faber and Faber. pp. 25-26
114

Ockman, J. (2000). p100
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Many of the most creative architects of our time are only able to execute a

smal | fraction of their |l i feds wor k, and arti:
normally completely banned from public work. How can they develop contact
with people, if all public works are in the hands o f Airoutineerso and

businessmen?*®

Under the title of i fle Impact of the Sister Arts: Relation between Architects,
Painters and Sculptorsg the authors deal with the question of cooperation, and if it
is possible, then, how it could be achieved. It was a seminal publication that
sparked the debate of how the architect would create a relationship with the
public. Giedion directed his questions directly at Barbara Hepworth in order to get
the opinion of a sculptor. Barbara Hepworth replied this with a letter, which altered
the general question and changed the direction of the argument: Aiwhy do t he
architects and sculptors not collaborate from the beginning?d'® Coming from a
different perspective, the group MARSO s g u e st ponderada onr the
fi e mo &l iremations of the common man to modern art, and especially to

archit®cture. o

Namely, their conflict revolves around bringing a democratic attitude into the built
environment via aesthetics, which was the main topic of the 1947 CIAM meeting.
Based on this view, modern architecture has to be accepted by all strata of
society and should be recognizable and perceptible to all. For this reason,
architecture should appeal to their feelings to be able to be internalized. So they
contemplated the matter of reaching the i ¢ 0o mmo n anthapgraached the
subject on the foundation of possible reactions by people towards modern art and

architecture.

Continuing, they recognized another phase defined by Giedion: afiv Nwe

consciously promote another step. A step towards a rather intangible subject:

' Giedion, S. (1951). p 31
18 Giedion, S. (1951). p 35
7 bid. p 30
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aesthetic problem or, you may p'tdfnew to sa
stage that is comprised of emotional expression with the stress on aesthetics put
the needs of the i ¢ 0 mmo n tomeintladed in modern architecture much more

than it did in earlier periods, when it was more inclined to be neglected.

A similar assertion can be found in Lewis Mi

Unfortunately, in the act of realizing the new truths, mechanical function has
tended to absorb expression, or in more fanatical minds, to do away with the
need for it. As a result, the architectural imagination has, within the last twenty
years, become "mpoverishedé

Although Mumford thinks that the problem is not merely a question of aesthetics,

however, itis an importanti n st r u me n tinto tinwer chanaecshof thie human

personalityd® Along the same linesi n Tor r enfttdtse waoeadtshet i c i de
been primarily located in the field of production of art works, neglecting the
6common peopl ebd, stepping back and away fro
publ® c. o

In 1949 at the Bergamo meeting a permanent CIAM commissions were formed.
One of them was the fRapport Des Arts Plastiqueso ,in which Giedion and
Richards were members. In fact, one session at the meeting was devoted to the
theme of the synthesis of the arts; and it reflected Giedion a
122

to push CIAM discussions forward on the issue of aesthetics
10, Figure 11).

(Figure 9, Figure

8 Giedion, S. (1951). p 34
19 Mumford, L. (1964). p 114
2hid. p 134

121 Torrent, H. (2010). p 8

122 Mumford, E. (2000). The CIAM Discourse on Urbanism, 1928-1960. London;
Cambridge, Mass.: MIT Press. p.192.
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At the 1949 CIAM meeting, during discussions, Jose Luis Sert, drawing on his
Mediterranean roots where these fields had co-existed, asserted his conviction
about the possibility of cooperation among painters, architects and sculptors.*?
And he specifically referred to the Spanish pavilion at the Paris Exhibition of 1937,
which consisted of the collective works of Picasso, Miro, Alberto, Gonzales as
well as other painters and sculptors together with the works of architects.*®*
(Figure 12). During this deliberation, Le Corbusier suggested the creation of a
center to experiment on what the plastic arts could do for architecture.®® As a
result, some practices and concrete examples were presented and implementable

experimental works were suggested.
The other remarkable component of this gathering was the stressing of the social
aspect, particularly the relationship between the arts and people.

Correspondingly, Helena Syrkus stated the following at an assembly in Bergamo:

Art belongs to the people: we need art, but an art which responds to human

needs and wuplifts the spirit of the people.

created by the capitalists between art and reality, between Dichtung and
Wabhrheit. Artists detached themselves from life and started to create art for

art 6s®sake.

In Commission Il, the Report B addressed the issues of contemporary art, the
man in the street as well as urbanism and the synthesis of the arts. Under the
sectioni 6 Ur bani sme et | aiiS stated that,sneorder ©gainfar t s
social function, the visual arts and architecture have to be integrated; and for this

integration, there has to be cooperation among architects, painters and sculptors,

123 |pid. p 80-81
124 Mumford, E. (2000) p 81
125 |pid. p 84

Hel ena Syrkus, fAArt BardhitectuyesCulture 1943n16868.Fe.op | € 0 ,
Ockman, J. (2000), New York: Colombia Books of Architecture/Rizzoli, p. 121.
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along with a sincere team spirit.'>’ A questionnaire, given by Giedion and Arp,
asked what was the role and the limit of artistic work in architecture, more

specifically, the aesthetic function was put into question.

Apparently at Bergamo, where they were dealing with the debates on
urbanization, architecture and the other plastic arts, it was mentioned to act
together on behalf of fperforming once more a social functiong and the formula for
the alliance would be fthrough a synthesis of efforts and in true communion as a
single team.8?® Redstone associates this endeavor to the cityscape, where
business corporations lately recognized the importance of art pieces and their
i mpression on t healsp it Wwduld lbeGgoodbusingss to aatisfy
them alongside the desires and needs of the people.'® The criticism aroused
mainly at the core of the separation between the art and the public, i.e. the
isolation of art from the public. In order to better illustrate the general trend in the
art sphere of that time period, Berto Lardera, an lItalian sculptor, suggested the
placement of sculpture in architectural spaces in order to to penetrate everyday
life and to become a necessity by playing out its new role as enhancing the

130

everyday journey for the man on the street. Likewise, the Russian sculptor

Naum Gabo stressed the social framework:

Ar t should attend us everywh e benchtahtlzet
tabl e, at wor k, at rest, at pl ay; on
t he roadé i n order t hat t he fl ame
mankind.***

27 Ungers, O.M. and Ungers, L. (1979). CIAM 7 Bergamo 1949 Documents. Nendeln:
Kraus Reprint.

128 Damaz, P. (1959) p 75
129

Redstone, L. (1968). p 87
30 pid. p 163

3 bid. p 87
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By taking into consideration the fundamentals of everyday life, art should be
reintegrated into the public realm in order to overcome the problem of the lack of
visibility of art in everyday society. The art world was on the same page as far as
penetrating zones where the A ¢ 0o mmo n wouoll interact and experience the

works of art as something tangible. With this new outlook, after an individual

phase, the artist s, figion iWitlol amuwée vhaebrs otneer nwsh,i

human intervention as a symbol of social adherence, of human and collective
kindness, as a mark of r e s p o n s™f bhis Isdcial yspect would bring art and
people closer and where architecture could use artwork as an instrument to
enhance its objectives. Equally, artists benefit from being situated in architectural
spaces by contributing to the benefit of society.

Another CIAM meeting held in Hoddeston in 1951 dealt with this social issue.

Thet heme was AThe Hand thd focosfof thelmeetinGwa &y O AT h e

Cor eFgure( 13, Figure 14). Jos e Loui s Sertbed adfCent er s

Communi t, gontdins & sedtion named i Ar chi t ectur e, Pai

i n T h e tha oallsespecific attention to this issue. Se r t poi ntnew out

trends are now apparent towards a greater freedom of plasticity, a more complete

architecturdd vocabulary. o

He continues to elaborate on the need for the collaboration in terms of embracing
artwork in public areas, where they could be on display for everyday society and
stimulate the tastes of the people in familiar surroundings. He declared that
fPainting and sculpture have to be brought to the living centers of our

communities, to the Core of the city, for the visual stimulus of the people, for their

enjoyment, for their educati on ® Serpalshe

asserts the relationship between architecture, painting and sculpture as:

%2 villanueva, C.R. (2010). p 54

138 Tyrwhitt, J., Sert, J. L., Rogers, E. N. (1979). The Heart Of The City: Towards The
Humanisation Of Urban Life. Nendeln: Kraus Reprint. p 13

% bid. p 16
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fint egr at ed, appl élde diacnsdionsr that sookepthceodat this
meeting focused on t h e definition of iThe Coreo an.

dispersion of artwork through the public sphere.

When reviewing the summary of the meeting, it is very clear that a remarkable

amount of value was placedonthep | anni ng of Aghwitketaki@gpintoe 6. Al o
consideration car traffic and pedestrian access, they paid attention to the
cooperation of the visual arts as a crucial part of A T h e Cwo addition, the
matter of human S c avhse labdled asfiohén ef itsC oixea 0
characteristics regardless of the dimension of the city. Hence, it was described as

fertile ground, whichwas fit he e x genera factors of hunfan nature and
organi® Al expression of iThe Core as a Cewdsre of
suggested to offer a platform for the publicity of the arts and to be an instrument in

achieving a social function.”*” Likewise, at the 1953 CIAM meeting held in Aix-
En-Provence, the subject of the human scale was brought up: i fidies of the

plastic form of the new urban scene must always be guided by the human scale,

always being aware that essential functional and material elements must at the

same time express manoasnd nired¥fierrdsalo aspirati

Connecting social responsibility and care, Martin Van Schaik declares a similar
assessment when referringto Const ant 8s fAThe New Babyl on
another remarkable reflection on the act of collaboration:ficr eat i vity need n
a social divider: it can be glue as  w & Dating back to 1956, Constant tried to

create a project where art and everyday life merged and reflected a collective will

% |bid. p 16

1% |pid. p 164

" Tyrwhitt, J., Sert, J. L., Rogers, E. N. (1979). p 168
% Giedion, S. (1951)

¥schai k M. V. (2005) . Psychogeogram an Artistos
Macel, Exit Utopia: Architectural Provocations, 1956-76. Delft : IHAAU- TU Delft. p 118
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-in Martin Van Schai koés t*%amd,6 fitirbdugfromrmatarotn ad
game played i n soci*%Accoslipgta@ons@m,lfi ietine forv el y . 0
the painter to abandon his ivory tower of personal expression, to enter space and

within it, enfage in society.o

Actually, the notion of public art was said to derive from and related to the stability

of the time, which had led to a more permanent and monumental art form'*

associated with the affirmations and new perceptions of the cultural surroundings.

In 1950, Jean Cassou (who also participated in the group | Aét Mural) curator of

Musee doAT, targiddbfdréit hee coming union of the arts a
the introverted and her meti c “hHetspecified: of moder n
nAfter a period of exhausted individualism wil/|
some kind of collective action, no longer fragmented in character, but harmonious

and recdhciledo.

The idea of collective works, thus, became an important means to express the
present political condition, the ambition and the proof of recovery from the
tribulations of the war, especially in France where three modernist groups wrote a
program of reconstructive work and presented to the government of the new

French Republic:

By mandate of the three groups federated here, a definitive step can be made
towards a synthesis of the major arts: architecture, sculpture and painting, a
synthesis, which concerns the communal edifices as well as the individual

49 Schaik M. V. (2005). p 116
Y1 1bid. p 115

2 Quoted from Constant in Schaik M. V. (2005). p 40.
% Golan, R. (2002). p 186

144 pearson, (2010). p 76

5 pid. p 76
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dwelling. The greatest contemporary artists are, in fact, directly or indirectly
linked to our associations.'*°

In Le Cor busi eA 8ythese sdesa Arts Kajeurso , t hi s wasat

promoted for being of benefit to the state and essential to apply for the welfare of

the art community in France. His argument is as follows:

In this great period of liberation of the main arts, architecture, sculpture and
painting, this synthesis must be considered as a duty towards the country. The
result will excite international interest and in addition testify to the flourishing of
French art.**’

A critical viewpoint about the subject was articulated by Herbert Read*® in 1948,
who defined the attempts of the synthesis of the arts within the context of socio-
political issues to consolidate the power of a new class:

The desire for a synthesis of the arts is part of that general longing for social
stability, which is the natural reaction to any period of revolution. In effect, this is
nothing but a more or less conscious determination to consolidate the power of
anew soci®l eliteé

A typical justification of this positioni s D a pwdna jixeposed the intentions of

the artists with the ultimate goal of the states. He assumes that:

Having lost much of economic and military strength, European countries
intended to maintain their ascendancy in intellectual and artistic fields which
intersected with the pursuits of European artists for new opportunities in public
architecture.*®

148 pearson, (2010). p 213

47 Boesiger , W. (1999), Le Corbusier Oeuvre Complete vol 4. (1999). p 155

18 An English poet, modern art historian and critic of literature and art.

%9 Read, H. (1971). The Philosophy of Modern Art. Freeport, New York: Books For
Libraries. p 47

%0 Damaz, P. (1959)
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Inevitably, architecture and art became pioneers offering support to this recovery
process by virtue of their communication with a focus on masses. They were
given the role of an instrument to evoke particular concepts associated with
postwar politics. Pearson defines this as a natural route that i s seirt opposition to
the totalitarian ideologies of Soviet-bloc communism and proposes a global order
founded on peace, human rights, international understanding and co-

oper aftion. o

At this point the lexicon, favored by artists, became more of an issue. With the
aim of pronouncing a scheme pertaining to all, a consensus was formed around
the approach of abstraction that also sounds international at its very basis.
Referring to the previous discussion that includes the manner of abstraction
chosen by artists in the early years of the 20™ century, this path was considered to
be more related to social equality and to address large communities. With regard
to this, Ozenfant expressed ab st r act | anguage as da
symbolical), and which is that o¥Alslnl
1948, Hi t chcock me Paintirg nogvard ArchitecturieGabolit the
richness of abstract art and its contribution to architecture. Actually, he believed
that free formed and colored paintings or sculpture would correlate successfully
wi tthe gdometrical and spatial character of the architecture itself.d°® Similarly,
Damaz conf i rabstratt at lwast seed as more impersonal and

meaningless and therefore more collective and democratic in its reception. %

Another aspect concerning collective work is the operation of this collective work.
What was talked about regarding the peripheries of collaboration? Did they draw
clear lines between synthesis, integration or applied work? A vision can be found

in the book International Style where Hitchcock formulates as follows:

! pearson, C. (2010). p 22
%2 1pid. p 24

123 Hitchcock, H. R. (1948). p 50

%% Damaz, P. (1959) p 59

49

k

anguage

great

)

u

n



Mural painting should not break the wall surface unnecessarily. Yet it should

remain an independent entity without the addition of borders or paneling to fuse

it with the architecture. [ €] Contemporary
the evolution of contemporary painting, but it offers fields more considerable

than the framed canvas panel.'*

Le Corbusier explains the synthesiwerdsas fa n
istands for a way of thinking and,afdy i mpl i
not primarily for the idea of the total work of art, the Gesamtkunstwerk, comprising
painting and scul pture und®The tfantethatdegi s of
Corbusier was also an artist and dealt with murals, and sculpture, may have

accounted for the different manner of his understanding. Referring to one of his

murals made in 1939 at Cap-Martin, he noted his observation about the walls of

the villa as fisad wal | s™ (FigueerlB). Ther¢fdrei,heg i s ha
created fifteen murals here,'®® which are seen as significant contributions to his

fplastiqueofeeling and reflected his plasticity in architectural works.*®

Pearson explains the meaning of the synthesis, bas ed up o nthediyeoff el 6 s
dialectics, and separates it from the attempt of integration. According to his view

inordert o achieve synthesi s, fla thesis and ant
this certainly went beyondani nt egr ati on of a% Withaespdct ar c hi t ¢
to his argument, those opposite sides, meaning art and architecture, have to

reside in the synthesis through a dialectical connection. Yet, they is fonly one

manifestation of the broader dialectic of art and science, and hence the goal of a

135 Hitchcock, H. R.and Johnson, P. (1966). p 33. First published in 1932. p 73

%6 Moos S. V. (2010). Art, Spectacle, and Permanence. Notes on Le Corbusier and the

Synthesis of the Arts, In Docomomo Journal 42 90-99. p 97

157 Boesiger , W. (1999) Le Corbusier Oeuvre Complete vol 4. p 158

18 Boesiger, W. (1999) Le Corbusier Oeuvre Complete Vol 5, P 227. Boesiger. , W.
(1999) Le Corbusier Oevre complete vol 6. p 132.

%9 bid. P 227

1% pearson, C. (2010) p xiv
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synthesis of the arts, the humanization of a purely technological architecture, had

a deeper symbol® c significance. o

In fact, Herbert Read asserted a dialectical manner located at the very core of art
field. Art already had two conflicts to deal with and to generate an outcome

throughout its creation process. He believed in the reconciliation of opposites:

The essential nature of art will be found[ €9 n t he artistaos
synthetic and selff-consi st ent awwarld dompounded of these
contradictions. [ é] Art i s what it
activity it confronts one thesis, say that of reason, with its antithesis, say that of
the imagination, and evolves a new unity or synthesis in which the
contradictions are reconciled.'®

Read stresses the production of artworks, which is an individual process, and
their reception by society gives birth to a more complicated and social arena. He
specifies that: i wh a ayebe the natore of the relationship of art and society,
the work of art itself is &1Hedefines ekplicily
two opposite facets of art, the individual and universal character, in the statement:
fiher ei n | i ebasicparadoxes fof hamare existence: art is the pattern
evolved in a complex interplay of personal and societal processes of

adj ustthent . o

On the subject of the types of processes, at the CIAM meeting in Hoddeston, Sert
classified the alliance of the visual arts in three ways, asfii nt egr al |,

r e | a The dperation of integration was defined as follows:

The integral approach is tied to the conception of the building, the architect
himself often acting as a sculptor or a painter or establishing a very close

'°1 |bid. p 26

162 Read,H. (1956). Art and Society. London: Faber and Faber, p 2

183 Read, H. (1967). Art and Alienation: the Role of the Artist in Society. New York:

Horizon press. p 17.

%% bid. p 18
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collaboration with them their tasks cannot be separated and this collaboration
has to be carried through, in team work, from beginning to end.'®

The path to creating a collective work is mapped out at the early steps of the
design where either one is an architect/artist or a group of architects and artists
involved in the process. In that sense, Sert attributed a different meaning to the
act of A i nrhightgbe eetognzeddas a synthesis where there exists an
intimate bond among the visual arts. Similarly, indicating the deeper values in the
concept of ii ntegrationo, Villanueva
integration is the product, not only of the understanding of the common proposals,
but also of the necessary subordination between the different expressions.d®

Still, Setdef i nes the tWllws: fappliedd as

In the more frequent case of applied works the building is conceived first. Its
expression will be intensified by the co-operation of the painter and the sculptor,
but the character of their work and the space allocated for it, are generally
outlined by the architect.®’

The contribution of the artist is expected at the later stages of the construction

process, but this is performed in line with the objectives of the architect. And the

portr a

last sort of cooperation, which seems a superficial o n e , i s Nnrel attedo. Se

as they may relate to each other although they have their own positions*®

AKkin to this analysis, Gropius® identification of the synthesis is far from placing art
work in appropriate spaces. His criticism focused on the difference of synthesis
from that of an exhibition approach in a museum. The synthesis of the arts, he

says:

€ cannot consist in putting sculpture and painting in appropriate architectural
locations or even natural ones, even when they are very appropriate, because

%% Tyrwhitt, J. ; Sert J. L.; Rogers E. N. (1979). p 16.
166 \ /;

Villanueva, H. (2010). p 54
87 Tyrwhitt, J. ; Sert J. L.; Rogers E. N. (1979). p 16

%8 |pid. p 16.
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that is, when all is said and done, nothing but the program of a museum. We
believe that the true synthesis of the arts is to be found in the architectural work
itself and commences from the first stages of the concept.'®

With regard to these statements, the most outstanding synthesis issue is that of

the leading role of the architect. Giedion pictured the position of architecture as

forchestral conduct o'f° Tarént adds itosthe prodedsadb or at i on o .

synthesis by describing his own concept he

collaborative process: the fartistic conceptiono that might allude to an individual

dealing with diverse fields.'"

Better examples for the operation of synthesis could be some groups dealing with
t he O6synt hesi partfrdm thearjnauncensemts asdoreparts shared at
several CIAM meetings. Specifically within the Parisian cultural milieu there were
some groups such asthe Uni on p oAssociatiold Aautt une synthese des
arts plastiques'’?, Group Espace and a meeting of the minds around a leading
publication,L 6 Ar c hi t e ct u r lethedgéodpkpoaruas dnioh u p o u ra
temporary organization of artists and architects who hoped to create a strong
collaborative performance at the 1937 Paris Exposition - the most prominent
name was Andre Bloc'”® who convinced Le Corbusier to be a founding member of

174
6

the group in 193 and whose fArapprochement of

189 Quoted from Gropius. Views on Art and Architecture: A Conversation. 62-63. Prudon,T.

(2010) p 81
170 Giedion, S. (1958) p 46

™ Torrent, H. (2010). p 9

2 InthejournalL 6 Ar ¢ hi t e c t u r1649 dofurhei2)7, thare id idférmation about

the working group in which Le Corbusier is seen as president and Andre Bloc as premier
vice president.

% Trained as an engineer, Bloc also had ambitions as a sculptor.

" pearson, C. (2002). p 219
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to be owing to the influence of Le Corbusier.'”® Along these lines, the approach to

this synthesis theme and the words of Le Corbusier gained a remarkable interest.

Owing to his elevated standing, Le Cor b exhibitomsbore int 1858 at the

National Museum of Modern Art in Paris and another at the Museum of Fine Arts

at Lyon in 1956 were important moments t h at dr ew atténdencyi on t o

t owar ds'® (Figuretl§, Figure 17). The influence of Le Cor bui ser 6s w

found its echo in the crystallization of a union. Strongly Corbusian in its
terminology, Group Espace was officially constituted on October 17, 1951. Their
manifesto announced that the group s o u g to tprepére the conditions of an
effective collaboration between architects, painters, sculptors, and plasticians,
and to organize, through plasticity, the harmonious development of human
activities.d’” One of the earliest figures in the group, Andre Bloc, reminded artists
of their social responsibility to improve architectural and urban spaces by not only
contributing with works of art but by becoming directly involved in the needs of
architecture; and to access the public sphere and to approach it as an everyday

obligation'™ (Figure 18).

A significant pr act iwhehwaacempfisedof corgribulibag
by prominent figures. The idea was creating a Aipl ace for t
synthesisd'’® Le Corbusier was the main director of this project. For this purpose,
the International Association of the Plastic Arts was founded that included artists
from several different nationalities. The project was to provide a space under a

permanent structure that would give the opportunity of short-term exhibitions,

% pearson, C. (2002). p 211

176 Boesiger , W. (1999) Le Corbusier Oeuvre Complete Vol 6, p 11
177
Pearson, C., (2002). p 222

8 Redstone, L. (1968). Art in Architecture. New York: McGraw-Hill, p 201

179 Boesiger , W. (1999) Le Corbusier Oeuvre Complete Vol 5, p 67
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which could be demounted and sent to other countries as well. But unfortunately,

this project was not realized*® (Figure 19, Figure 20, Figure 21).

In conclusion, differing from the attempts that emerged in the early years of the
20™ century, during the postwar period there appeared an alternative approach,
which was to tighten the bonds among the visual arts. We witness a process that
rai sed t he SyrmheseaestArtsoMajeufs0 and sought
solutions to bring about unity. The discussions, meetings and experimental works,
many which made the issue of collaboration a focal point, are evidence of the
collective spirit and the intense struggles. Also, there was a governmental
support, which contributed immensely to the reconstruction process after the war.
Bearing this in mind, for the architects and artists tried to gain acceptance and
establish themselves, which was an important step during those trying
circumstances. At that point, the demands of the state and the perspectives of
artists and architects juxtaposed, and inherently, the concept of a unity penetrated
into the urban landscape. As a result, this unity, in a sense, was attributed to a
strange mission serving to the concerns of presenting, especially for the case of
European countries, the recovery after the war and thus, the attitude of protecting

their dominance in the artistic area.

The concept of collectivity appears as the catchword of the age, and within this
spirit, the position of architecture world towards collectivity joined at some
particular points, which include: publicity of art, creating humanistic spaces and
renewing the concept of monumentality. Art was used as an instrument to
overcome the highly criticized aspects of modern architecture. Specifically, it was
believed to humanize modern architecture and to fulfill the emotional needs of
people. Yet, this new attempt was seen as the primary function of architecture in
the spaces that would consider humanistic values and prevent the isolated
attitude of modern art and modern architecture. In that respect, modern

architecture became a new sanctuary for modern art pieces, which would open a

or

S

u

new sphere for the relation bet weseemedaest het.i

to decide to enter the social arena with a new display approach, the permanent

1% Boesiger , W. (1999) p 67-68
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statue. It went beyond the old peripheries like exhibition houses or galleries or

museums, and encountered by all strata of society.

The operation of this alliance was defined in specific ways but the main goal was
reaching a synthesis that started at the beginning of the design process and
carried out under the leadership of the architect. The discussions also included
the properties of the artworks, which were the examples of abstract art.
Regarding the notion of abstract art as having a more universal form, it was
suggested this collective act coincided with the ambition of creating democratic
spaces. The applied works could be seen in various spaces and locations in
different countries. However, their expressions and the integration qualities or
their reasons could be different'®. So in the final analysis, the issue covers not
only sharing common concepts, but more than that, it includes trying to figure out
how to apply the concept of unity and the arrangement of different languages and

mediums in one entity.

181 see Appendix C for selected works.

56



CHAPTER 3

THE IDEA OF A &J NI TOF@ARTS AND ARCHITECTURE IN POSTWAR
TURKEY

This chapter will be divided into two sections that will examine at first the overall
context and then focus on the idea of the 6 c o | | a bbetweart arclitecture and
the arts. There will be an attempt to search for understanding the basis of the
relationship in Turkey considering the state of art and architecture worlds. The
main questions of this discussion will be as follows: How did the idea of the

@ollaborationéemerge? How was this inclination put into action?

3.1. The General Context

A brief overview on Turkeyos gener al cont ext
understanding the atmosphere, which created the fertile ground that enabled

these collaborative works. The political changes brought about new developments

that brought about changes within the socio-cultural system. In addition, after the

Second World War, Turkey first experienced a multi-party political system as a

result of the establishment of the Democrat Party in 1946. When the Democrat

Party (DP) won the 1950 elections, this aspiration moved to a concrete phase.

There are several triggering factors or reasons in the change to a multi-party
political system but this new political system, undoubtedly, affected the trajectory
of both domestic and foreign politics. These changes in circumstances would
have a role in affecting the architecture and art milieus, their outcomes and the
actors of the creation process. Turkey adopted a new view in terms of its
relationship with the West. This new outlook lent to the abandonment of the
isolated attitude and to initiate an increased involvement with the West. As, the
political relationship with the capitalist world intensified, it brought forth a new

economic approach, which applied liberal principles. Since this new direction had
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influences on the operation of other social areas, this policy of liberalization arose

as an outstanding feature of the postwar period.

Although this position is attributed mostly to the DP governance, it is said that the
orientation towards liberalization began before that party came to power.'®* In
fact, the decree announced in 1947, aimed to encourage foreign investment. In
order to rapidly develop the economy, the key changes were seen by constitution
of a free enterprise system, which could be achieved through foreign investments
in those days, rather than state influence.'®® Because of the difficulties that the
country was going through due to limited means of the country during and
immediately after the war, the course of action was to receive foreign aid and
foreign investments, which was also a part of the process to develop closer

relations with the West.'3

During, the postwar years, Turkey became a more
integrated part of the Western world and merged with its existing capitalist
system.'® By participating in the Marshall Plan'®®, Turkey obtained credits and
was accepted as a member of NATO in 1952, which are considered as prominent

developments.

One of the significant government programs was the investment in public works
and infrastructure. Between the years 1950-1954, the total amount of investments
increased by a remarkable 256 percent, which were achieved primarily in the

areas of roadwork infrastructure, construction facilities and agriculture.*®” Instead

1827 ¢ r c E.2 (2000). Mo d e
Kl etikim. p 314

'8 Feroz, A. (1993). The Making of Modern Turkey. London; New York: Routledge. p 107
18 Feroz, A. (1993). p 118

857 ¢ r ¢, B.8 (2000). p 341

186 AccordingtoH¢ seBajc é, Ma rcantbea ihtérprefetl @asm measure in

political, military and economic terms to protect Europe against the imperialist policy of the
Soviet Uni q1990). Bempkc @t HPar t i PD°ndamikakaéak a:
Kitabevi. p 8

1877 ¢ r c, B.& (2000). p 327
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of following the railway development strategies of the earlier decades, the network
of roads was extended, which helped to promote the automotive industry. On the
other hand, Turkey undertook a mission that covers supplying grain to postwar
European countri es wassa mave fhat focugetd onuagrieudiure
rather than industry in early 1950s. In order to fulfill this task of being a

warehouse, Turkish agriculture began to be mechanized and transformed.

Inlinewitht he DPO6s tamakaTukeyt il i t t | e whiclheame to
the main motto of the day, the Democrats rapidly started supportive activities for
private enterprise and individual initiative. Considering the limited resources of the
country, through the regulations DP tried to encourage foreign investment. Turkey
was dependent on almost all of the industrial products except for manufactured
food, textile and iron and steel industry.’® This signifies the deficiency of many

types of construction materials as well.

The Law on the Encouragement of the |
Sermaye Yatéerémlar éneé Tekyvi WithKaanuto iovjte
foreign capital investment in Turkey in several fields such as industry, energy,
public works, transportation, tourism and natural mining resources.'® Later, in

1954, a more liberal legislation was passed the Law on the Encouragement of the

Investments by Foreign Capital Y abancé Sermayey)i® Tekvi k

Based on these laws, it is easy to see that a liberalist systemb s dependence

the investment in the private sector was foreseen during the period between 1950
and 1960."" However, despite the fervent speeches supporting liberalism,

approximately 40-50 percent of the investments had to be carried out by the

887 ¢ r c E.& (2000). p 386

189

19 pid. p 134

191
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state, %

mainly because of contemporary developmentalist aims. In this manner,
statism was still on the stage. As a result of this combination, the incorporation of
both private and public sectors in this process, this situation could be defined as

an in-between phase, a mixed model.

By partaking in the international economic system, it revealed new demands and
the new way of life along with new consumption patterns that resulted in new
types of building and transportation.® K| han Tekeli defines thi
transformation process that encompasses changes in various levels, in the

economy, in social institutions and even in class structure'®*,

Tekeli examines the time interval from 1950 to 1980 in a two parts: 1950-1960
and 1960-1980'%. In terms of building facilities, he defines the period between the
years1950-6 0 as a fameatehnhdbional sol uefieassn © t hat
of the new political orientation with populist approaches and better international

relations.*®®

1927 i r c E.& (2000). p 327

193 Tapan, M.(2005). International Style: Liberalism in Architecture. In R. Holod, A. Evin

and S. ,Modenalarkish Architecture (pp111-122). Ankara: Chamber of Architects
of Turkey. p 112

194 Tekeli, I. (2005). The Social Context of the Development of Architecture in Turkey. In

R. Hol od, A. E yModern& urkdsh Achitesturek (apl5-36) Ankara:
Chamber of Architects of Turkey. p 15

¥ This is also presented as a preferred scheme &
and Akcan while articulating o Whéanlcansderingttear sd ar c
indispensable effects of the political system, its arrangements and executions on the
general transformation, the postwar years in Turkey used to be divided in two parts in
order to better evaluate the facts and ongoing activities in this changed circumstances.
This division is made according to the breaking points occurred in 1960 and 1980, both of

which refer to the military interventions and the new constitutions in the following.

1% Tekeli, I. (2005). p 28
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According to Tanyeli, after the Second World War, the political circumstances had

influences directly on architecture, **’

which explain the unavoidable relation
between architectural production and the political attitude adopted during the era.
Similarly, G¢ | s¢m Baydar claims that the ideology of
paralleled the political ideology of the time.**® For her, this choice was nothing
less than maintaining their very own positions in professional manner.**® Based
on this assertion, it can be said that the outlook the architectural milieu adopted
moved in line with the political scene, which consisted of a populist tone in its
attempts and discourses. This resulted in both the transformation in the
construction field and increased the level of associations with the West regarding

the ambition of promoting the country on the international stage.

I n B asyinteapretation, for Turkish architects, the second quarter of the
t wentieth century i s stated as an interval
i den t%° tnifact before a radical move towards the establishment of the
Chamber of Architects, there appeared some other unions. The Architecture
Branch of the Fine Arts Union was founded in 1927, which is the only remaining
branch of the Istanbul organization of the union.?®* In Ankara, another union
emerged in the same year called the Turkish Architects Association. But, the
preeminent establishment is that of the Chamber of the Architects with the

passing of law no. 6235 in 1954.%°2 The formation of the Chamber changed the

YTanyeli, U. (199
Mi mi arY.8ey,751 yél da
(pp 235-254). p 239

8) 1950l erden Bu Yana Mimar:i Par adi
Deji kenl Kteanbwle Mi maril @kVakfé Yayé

198 Baydar, G. (2012). Os ma-i @ k Mi mar | ar & nAnkaraMéisnaerkll aerk med a s é
p119

199 |bid. p 119
2 Baydar, G. (2012). p 119

T nanl,e 02).T¢r k Mimarlar Cemiyeti 6nddmkarami mar | ar Dernej
Mi mar |l ar Dep28e] i 1927.

2Ersin, N. (2013). 8°17| ¢ rTad,E96A-19800@BI ant el ar &
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procedure of public architecture in the sense that it fell under as a newly
authorized organization that controlled the competitions and oriented architectural
styles.?®® After with law no. 7116 in 1958, the Ministry of Reconstruction and
Settlement was established. Both these organizations directly indicated not only
the intensity of construction facilities that were ongoing throughout the postwar
years but also the newly emerged position of architecture as a more independent

profession in the market.

In addition, in line with to increasing international relations, an important issue that
the architects urged upon was integrating with the Union of International
Architects (UIA). In fact, the initiatives began in the earlier stages in 1935 for the
Reunion Internationale des Architects (RIA), which would transform to the UIA in
1948.%%* In fact, it is observed that some Turkish architects attended to the UIA
1953 Lisbon Meeting, where the issue of the synthesis of the arts was on the
205

agenda.
and attempted to holdthemeeti ng of UI A i n?1955 in Kstanbul

(Figure 22, Figure 23) Even Turkish architects made the suggestion

Another transformation related to the new settlements in economy and
administrative structure, was the foundation of new public enterprises, which
directly affected the architectural realm. Within a short time period, public
institutions such as Denizcilik Bank (Deni z ci | i, lset Uupaonskppartéthe
Turkish maritime sector), the Turkish Petroleum Corporation (T¢r ki y e Petro
Anoni m QmTRA® kNat®fjaleOil Company of Turkey), Meat and Milk Board
(Et ve Bal @ PetroK Ofisiu(anfuel distribution and oil company) and

Kurul uk I n ¢ .Tajnreaklléamr,éndan MiA990. AakaOdas®i m@bkKar Od
p 42

293 Tekeli, I. (2005). p 30

1 nalén, ¢. (2002). p 151

®Congres de LOoWISP. LWbiaskdhninect urmiDpldWjAour ddhui
Congres de Lisbonne-Resolutions. (1953).L 6 ar chi t ect urm50B4.#%j our dd hui

"' naleéen, ¢. (2002). p 153
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TourismBank (Tur i z m Pwenm kstallighed. In addition, other public finance
institutionsi ncl udi ng S¢ mer b aankve AgEdultutaleBank (Ziragta | k b

B a n k)aver&appointed to the industrial investment plan.?®’

These newly established institutions meant, in terms of architectural practices,
that there was a necessity for construction of their head offices and initiating
extensive construction facilities for public buildings. At that point, the main
purpose of this study is that some of these new buildings were important for not
only being a part of this construction process but they included artworks as well
as, indicating an indirect relation with the issue of collaboration.

Indeed, using the resources of the Pensi on Fund ( Emhek | i Sandeéej
Agricultural Bank ( Zir aat Bankasg)TuamndmT8B8anmnkameé Bamk |
which were state institutions, the state partnered a wide range of construction
projects from markets to hotels and casinos.”® These projects were generally
prominent structures in a contextual sense, particularly because of their locations,
which were visible and accessible for the public. In addition, they played a
leading role in the architectural discourse and practice of the day because they

were areas for experimenting of the new techniques, materials and approaches.

Alongside the state, the newly emerging client, the private sector, was an effective
and encouraging force for architects, whom were trying to establish a new
direction within the architectural realm and searching for a solution integrated with
the modernist discourse. In this context, the emergence of new consumption
habits and close ties with the West brought about novel building typologies such
as luxury hotels, which was a new arena for the architects to express their

creativity.

In addition to the projects carried out by the state, the private sector began to
flourish and strengthen in these periods as a result of the new economic policies.
Indeed, it is stated that the private sector accelerated in the years between 1950

and 1960; and consequently, it is noted that the foundation of many oft o day & s

" Yenal,0.(2001).Cumhur i yetdin Kktaskhul TaCidative. p 111

%% |bid. p 113
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leading companies could be traced back to this particular period.?”® Besides,
during the 1950s, the banks began to contribute to the artistic realm although it

could be regarded as inefficient and a limp attempt.?*°

As architectural production increased, private architecture offices emerged as
another novelty of the period, which would be a response to the demands of both
the public and the private sector. In fact, what attracts the attention in these
formations was their structure based on partnerships, which was a manifestation
of the collective spirit.*** These relatively risky initiations would become important
for producing according to the new requirements and, thereby were merely
response t o supplyanddemamkde t 6 s

As the business sector began to develop towards holding companies especially
from the late 1960s onwards, the construction of industrial complexes and their
headquarters was in big demand. This new terrain became a testing ground for
Turkish architects. This pact made with the private capital probably fulfilled the
interests of both sides that resulted in coherence effective in developing such an

experimental ground. Indeed, it has been stated that architecture has several ties

299 Morgil, O. (2001). P 43. In that sense, it is important to state the foundation dates of

these holding companies. For instance, Vakko Company started business by
manufacturing hats in 1934 and the company extended its range and opened the very first
fashion st or e ingmhaslbgcerde.of the promindrd hottling companies in the
postwar period. In 1960s, it began to manufacture a large scale of products from
automotive industry to domestic appliances. Ec 2
small-scaled atelier in Kartal district to manufacture ceramic coffee cups. The firm evolved
into a factory via the credits supplied by the Marshall Fund, which were given to the
private sector projects that aimed to attain a progress in the industrial area. So, in 1951,
the foundations of the factory were laid and by the year 1952, it was established.

Eczacébacké lzlemimler, Uhwle#d.4)l.st anbul : Dr . Nejat Eczacéba
148,; p 77,79. DBndarYak€m (R60B), .DrKstMejpatl : E K:
BankKgkt y € nYAsa fé the case of ceramic companies, the other firms and their
foundation dates can be stated as such: ¢tanakka
S¢merbank Boz°yg¢gk fact dSrey aimnm k1 $éathay RBetrieved T, GKi ye
April 20, 2014, from KMO:

http://www.kmo.org.tr/resimler/ekler/5b6645f020a2481_ek.pdf?dergi=74

Py dekan, AKron¢ldi9nCUMhuriyetin RenKseanbBip-i Kkkank:
235

1 IMA architecture office founded by Mar uf , lméur r ahmaand Fugutc &

Cansever; Haluk Baysal and Melih Birsel partnership; D o | #&ekeli, Sami Sisa and Metin
He p g ¢artearships can be stated as examples for these collective offices.
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with the economy, where monetary issues had considerable effect that included
property owners, building designers, building occupants and even onlookers of
the building.212 However, this association could be seen as an effective tool in
expressing the attained level of modernism in an architectural sense. Because, in
a country that was going through a modernization process, i albeit, polemical in

terms of its parameters, formation and internalization processes - the private

sectorod6s initiatives, parti cul ar Ithe besth e

representation of the sort of an advanced level in architecture that could be
created.

After the military coup of 1960, the government changed and more significantly a
new constitution was promulgated in 1961. Aside from many modifications in the
administrative and economic point, the foundation of state planning organization
emerged as a crucial development during that period, which started with the first
five-year plan.

Between the years 1960-1980, the main trajectory was again based on a mixed
economic system, in which both private and public sectors would serve the public
good and make investments in order to achieve economic growth. In 1980, a new
crack appeared in the political system with yet another military coup, and

economic and politic movement of the country changed.

In connection with the new constitution and its incoming reflections, such as the
provision of more freedom of expression and of association, in the 1960s, the
prominent outlook is defined as the emergence of a social consciousness and a
pluralistic world view.”*® These new themes also manifested themselves in the
architectural realm because of professional activities as well as theoretical

approaches.

%2 Deamer, P. (2014). Introduction. In P. Deamer, Architecture and Capitalism. New York:

Routledge. p 3

Bygsoc, @.[(2005). Pluralism Takes Command: the Turkish Architecture Scene Today. In

R.Holod, Modern Turkish Architecture (pp125-156). p 127
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This sensibility towards socialist views not only came to the forefront in the
discourses and writings of the architects, it was also became part of the agenda
for the Chamber of the Architects. For instance, in 1962, the Chamber put a
stampnotedasiar chitecture itesboni ehgosenviatée obhe

and papers that were used for its correspondences.?

In conclusion, the changes on the political scene and the new economic strategy
dramatically changed the face of architecture at both intellectual and practical
levels. Liberalization policies culminated in the increasing international activities,
which meant the strengthening of ties with the West; the emergence of a new
clientele, and new types of buildings, which all had direct or indirect relations with
the subject of this study. The opening to the West, without a doubt, paved the way
for the flow of foreign publications, provided an awareness of important meetings,
made it easier to organize more frequent visits abroad, bringing about the
recognizing of many contemporary architectural examples and developing an
acquaintance with the current debates in the West. This novel situation also
promoted directing towards contemporary architectural strains and the idea of
being a part of the international arena. Meanwhile, the new client would provide
fresh territory for experiencing new aesthetic considerations. Although this sphere
could incorporate different concerns and had problems in its own right, it became
a potential area to more or less eliminate or suppress financial concerns. By the
1960s, as a result of the emerging idea of social consciousness, approaching the
public and entering in a cycle of self-criticism were seen in parallel to the
concerns of the Western world. All these facts and the conditions in which they
occurred demonstrate to what extent the subjects of the following sections are
connected within this particular context. To understand this context, the postwar
period, in its own peculiar circumstances, will essentially provide the ability to see
why artistic and architectural collaboration burgeoned and matured during this

period.

24 Mi marl ek Toplam Hi gimetsNaleyg Toadiahst 21 ak b a't
7
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3.2.Forminga o6 Uni tybéo

This part focuses, the discursive side of the collaboration, covering the phases of
education, activities, and publications to ground the emergence and the
development of the idea of the unity of arts and architecture. In what ways this
idea arouses and what was its basis are the two major questions cause us to first
scrutinize field of education. Considering the formative role of education in
professional life, presumably the very first signs of collaboration were found in this
area. As an influence on future practices, the process and the position in
education within the field of education could have helped usher in a new period in

terms of collaborative acts.

After this initial analysis on the formation of the idea in education, the subsequent
part focuses on the publications that deal with the means of the dissemination and
consolidation of this vision. It describes how this approach towards the idea of
unity found a place and resonated in the contemporary culture. The consequent
investigation of debates and discussions on the topic as result of its establishment
in education and publications, as well as the discourse formulated by a group of
artists and architects established in Turkey in relation to its European counterpart,
will help understand the focus of the analysis in detail. In the end, the chapter
provides the ground to analyze whether or not the understanding of a
collaborative approach between the arts and architecture had a discursive
background in Turkey. If so, the final picture will stand as a testimony about the

growth of a consistent idea behind the collaborative works.

3.2.1. The Arts in Architectural Education

The educational field of the postwar period could have been one of the
determining forces behind the formation of the &ollaboration6 between
architecture and the arts. This part will try to uncover the atmosphere in which the
alliance between art and architecture emerged; and to discover the creation
processes of the actors for this cooperation. Were there any art courses in the
curricula of architecture departments from which architecture students could have
benefited from directly or indirectly? Was there an intimate dialogue or
transparent border in the schools where art and architecture departments were in
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open to communication with each other? Taking into account the architects and
artists that executed collective works, were there any other kinds of educational
activities or opportunities that they were both involved in, such as studying abroad
or receiving scholarships in related fields? The answers to these questions are
important in conceiving the materialization of the idea and highlighting possible

contributions from the field of arts to the field of architecture.

Regarding the generation who contributed to the collaboration during the postwar

period in Turkey, it is observed that the focus of the research should be the years
between 1940s-1960s when this generation received their education®® and
significantly produced collaborative works especially during the 1960s and 1970s.

The 1930s are also to be explored as it is the period when the professors to these

later generations were educated. One of the most important academic, Bedri

Ra h mi Ey ¢wa @ldo uhe artist of one of the initial examples for this
collaboration, i.e. the Lido Swimming Pool constructed in 1943, and the author of

one of the initial texts that dealt with the subject, titled ABuilding at
published the same year?®* Hence Ey ¢ po]j lconsideredual giiidekine
determining the period that should be analyzed. In addition, discussing
Ey¢pojl uds,hisddB0sweinlt emmpor ar i eas pionees indheat i on
field, the main chronological frame concentrates on the period from the 1940s to

the 1960s.

The other point to be emphasized is the privileged status of the Academy of Fine
Arts in the field of education, from where many of the architects and artists of this
period graduated. The privileged role of the Academy arose from its being the first
and for many years the only art and architecture school in Turkey, as well as the
only institution that had art and architecture departments. As it took on the role
and mission of an art centre in the country, the Academy deserves special

attention. Throughout the 1940s-1960s, the education institutions available are as

215 See Appendix A, Table 1.
2°Eyspojl u, BOcRber)(1¥4ade VEkpBE3I i m.
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follows: Academy of Fine Ars®’ ( G¢ zel Sanatl ar Kéakademi si)
Engineering School (sKt an b u | Y¢ksek herKdi ahbkl OFetbnical
School ( skanbul Teknik Okulu®*®), Middle East Technical University’”® ( Or t a Do j u

Tekni k | n;iandealsetivat other ischools that were focusing solely on art
education were the School of Applied Fine Arts ( Tat bi ki Gezed Sanatl ar Ol
and the Gazi Education Institute Art-Work Department ( Ga z i Ejitim Enstityegs

Resim-l k  B°®).¢ m¢

%" The school was founded in 1883. In 2004, the name of the school was changed as

MimarSi nan Gg¢ atd la iversjtasi.

8 1n 1941, the architecture department was founded. The school was namedasKst anb u |

Y¢é ksek MOkhukmdd4sandin 1944, Istanbul Technical University.

219 |n 1940, architecture education had started and in the same year, the school was

namedasKst anbul TechkKs ttanb Blc hDéfterwards in @969, the: tjitle
becameKst anbul Devl et MMpmArbhd&ml sk &and in 1982, Yél déez
Finally, in 1992, the name of tnibaéUnsecshyo ol was changed

220 The School was founded in 1956.

221

, Founded in 1957, the School of Applied Fine Arts ( Tat bi ki G¢zel haBanat |l ar Okul
five departments, which were furniture and interior design, graphic arts, decorative

painting, textile and ceramics. As clearly seen on its name, the school intended to give an

education to the artists appropriate to the industry, and attuned to the current state of the

country and plus, to the mainstream. It is conveyed that this institution adopted this sort of

German and Central European schools as a model to itself, which refers to Bauhaus.

Ks | i,nNy €966, August) Ok ul un T aAnkarh Sanat.i p7. Accordingly, in the

special issue of Ankara Sanat, it can be observed that there are foreign instructors in

every department. In relation to the Bauhaus mentality, the main target of the school is

stated as integrating fine arts to the practice field and, by these means, accessing large

masses. Anonymous, (August 1966). Prologue. Ankara Sanat. p 3.. More assertively, the

privileged position of t he s chotbd convesgendeeof i ned as fAth
public and art. ¥ v k € v B.n(August 1966). Okul d a Y et AnkaganSamat. p 19.

Important names, performing collaborative works, such as Mustafa Pilevneli and Jale

Yél mabaxkar gr aduat eld 1983 thaninstitutian svas Sntegrated Ito. the

Marmara University and was named as Faculty of Fine Arts.

22 Founded in 1923, the school aspires to break from the distant stance of the public

towards art, and integrate the sense of art into every phases of life and make it accessible

for different layers of the society. Mainly, the accent was on creating a new type of artist

who produces, educates and shares with the public. Pekmezci H . (20009) . Gazi Ej i tim
Enstitg¢skk RRSligm¢ veBBahhass. Mbader nl e(gprl@8/ni n Tasar é mé
302) Kst ambYdy é rkkB&Adinkigyng point is that, the school staff was not

disconnected with the outside developments. In fact, during the process of establishment,

the staff was sent abroad in order to get experienced in divergent fields. Pekmezci H.

(2009), p 284-285. After the formation of this initial staff, in 1932, the art work department
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The focus here is to analyze architectural education institutions in order to
determine if there were possible artistic influences in their programs and to
understand how related courses were taught. Except for the courses, at this point,
the development and background of the instructors, the presence of foreign
academics and the opportunity of studying abroad and then returning to the
Academy to educate younger generations - are all examined within this section.
Especially, the last two points might be considered the main link to the art and
architecture circles in western countries that was practiced in line with the idea of
a unity of architecture and the arts during the postwar period. In addition to these
factors, it is also important to note that some of the conferences and exhibitions
that were organized during this period could be regarded as an additional part of
their education.”® Most of these activities were held at the Academy and some of
them were directly or indirectly related with the main subject of this study.

The Academy, which offered courses in architecture, painting, sculpture and
decorative arts, was opened in 1883. Especially, after the arrival of many foreign
educators participated in the educational programs, the school could clearly be
classified as a modern educational institution?*. On the eve of the Second World
War, foreign academics exiled from their countries, especially from Germany and
Austria, were invited to work in different branches of the school. Many important
names include, Ernest Egli (1930-1936) and Bruno Taut (1936-1938) worked in
the Architecture Department while Leopold Levy (1937-1949) worked in the
Painting Department, Philip Ginther (1929-1937) and Marie Louis Sue (1939-
1943) in the Decorative Arts, and Rudolf Belling (1937-1954) in the Sculpture

Department®. | should emphasize that it is not my intention here to investigate all

was opened. Pekmezci H. (2009). p 292. In 1982, the school was named as Gazi
Education Institute Art-Work Department ( Ga z i Efjitim Fak¢l tesi
Bd ¢ m¢ RexsiAnabil i mi)

2 See Appendix E

224

Gezgin, A.Edre (280V®8kmadjelmi. ye T anHekdldtanbdl::
Bajlam. p 16

%5 |n the Architecture Department of the Academy between the years 1927-1940, E. Eqgli,

B.Taut, A. Vorhoelzer, H . S ¢ wwarked respectively. After 1941, the presence of foreign

G¢zel

Resi m

scholars at the department came toanend. S° y | e me z ¢1P73,urebruéry). Mi mar | €k
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foreign academics but rather to understand the roles of those who contributed to

the dialogue between arts and architecture.

The foreign educators could indirectly be a sign of the closeness of the school to
the ongoing events outside the country. In addition, this kind of an influx makes it
possible to foster the ideas and information related with the art and architecture
connection. One example, the German artist Belling, who had started to work in
the Sculpture Department of the Academy in 1937°%°, expressed his opinions
about the collaboration of architecture and art. He put forward his thoughts clearly
in his reports written for the Academy. He emphasized the intense relations
bet ween architecture and scul ptur e, and said:
plastic arts and spac e . [ €] the thing which is important
change is the collective work wi t h ar c 9 tHe alsouasserted that

architecture, painting and sculpture are intended to reach a unity.?®

The other agents that created ties with similar results in relation to the fields of
arts and architecture in Europe - were those students who went abroad to

study?®. They were expected to return and teach at the Academy by applying

Forum. Mi ma r(pp&433). p 26. For the detailed information of the service duration of
the instructors see Appendix B. Sour c e, S°nmeG¢zB8l . S@ha8Bpr ejitimnd
100. yBEstanbul: Mi mar Sinan | niversitesi Yayéne.

22 Belling was the head of the Sculpture Department, who had carried out modelling

course at Kstanbul T ¢heyears a 054-65c h 5¢F In meet, weZen (1983) .
67

Z"Hestated:Hey kel , plastik ve [Belamén-seant @niednl i ol an Ke\

benim gelikimime neden olan kKkey minbemilA&kl a m¢kter ek
(2008). G¢ z e | Sanat |'ard eA kYaadbeami¢s@ t Hobal ar Mi mar Sinan G¢zel
Sanatlar Akademisi. p 93

%28 Demir, A. (2008). p 96

229 A different way from these scholars, some artists and architects also had the chance of

visiting Europe in their professional life. For instance, Devrim Erbil went to Spain with the

scholarhip of the Spanish government while he was working as an assistant at the

Academy.Ar chi t ect Dojan Tekeli visitetheGhanmbeton when he wa
of Architects. For detail ed information of other artists and
experiences, see Appendix C.
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what they had learned and experienced in Europe. This system was supported by
the Turkish government based on Law no 1416.>° Those who passed the

scholarship examinations were generally enrolled in the Julian Academy, and

231

studied with Fernand Leger or Andre Lhote”" in Paris or else with Hans

2

Hoffmann®? in Munich. In fact, this program was akin to that of the Ecole

Nationale des Beaux-A r #33s The first students that returned in the 1930s,

included the painters Zeki Faik lzer, and Be d r i Ra h mi Ey ¢theoj | u
sculptor Hadi Bara in 1930, and Z ¢ h't ¢ M¢ r i dcapdthe architect 5&d4t O

Hakké& EI ded. This genkerat®rois important not only because they
created collaborative works but also because they were the instructors of the next
generation that would contribute to one of the works of the pinnacle period of

collaborative works.

In order to uncover and even constitute possible links to the developing
collaboration, it is worth mentioning certain names and look into their experiences

in Europe at a time when the synthesis of the major arts was an important issue.

Zeki Fai k | zer, Nurull ah Berk and Bedri

%0 |n fact, sending students to Europe did not start at this year. In 1982, the Academy

sent two graduate students to Paris who were from sculpture and paintings departments.

Deniz Artun states that, with the declaration of ther escr i pt o f th&edictiofa n e

reform ( Tanzi mat v e |,dhera haa beerFparicuar wdtyral policies which
opened the way to sending students to the West. Deniz, A. (2012). Paristen Modernlik

i n

Ra h

and

Terce¢gmel eri: Acad®mi e Julian'da KmpHEstaaobluluk, v«

Il etikim. p 140.

%1 Andre Lhote was born in 1885 in France. He attended the Cubist Painters group. He

began to write theoretical essays and critics on art in 1917. He founded his Academy in
Paris in 1922. Lhote, A. (2000). Sanatt a Dej i kmeyemnranPKayas t i k
¥ zezgin. Ankar a: Kmge KIiltabevi Yayénl ar é.

% Born in Germany, Hans Hofmann (1880-1966) is said to be an important artist who

adopted abstract expressionism.

Z3Beaux Artsd aim was to raise an of fstudenta |

with Prix de Rome. Ak y ¢ r 3999).6Gu mhur e dde BiéykeleSmin alrt A.

Dejerle

artist

iy
MRS {QWaA KdZNRA @ ST UAY wP¥HED)ISANRAIZY 0 dzfoeA WE SNR) &S 91 ;
b

¢2LJ dzvyal f ps3k NAK +1 1 FP

%4 see Appendix A, Table 2.
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Atelier, whereas Hadi Bara was educated atthe Ac ad ®mi e Jul i an.

Z¢echt o Mer

enrolled at the Acad ®mi e Col ar os i Thase stadents @ereno n d

supervised by a central state system (called Tal eb e M} fAecdording kol i J i

Deniz Artun, during the 1930s, this supervising system should have controlled the
education programs and also might have had some influences in choosing of the

ateliers as well*®,

There was also an obligatory program for these students, which included fresco,
ceramics, and mural education in additonto pai nti ng. K z ¢hese
students were obligated to study these other fields, which were thought to be
useful in case of any financial problems that painters encounter up on their

return®’.

The students began to study at these selected ateliers but they still used the
opportunities of the exchange program where they became more informed
through contemporary art circles and had more direct interaction with these
circles. For instance, Nurullah Berk had gone to study at the Ecole des Beaux-
Arts in Paris between the years 1924-1928; and then he enrolled at the Andre
Lhote Atelier in 1933; and then he had followed up by gaining additional
experienceat the Fernand Leger Atelier as well*®. On the educative spirit of the
ateliers, he stated that he gained lots of things in terms of experience and art
knowledge in both the Andre Lhote and Fernand Leger ateliers®*°. The standing of

Paris as the very heart of the art world of that period brought these scholars

2% gee Appendix A, Table 3.

3% Deniz Artun argues that the inspectors, responsible for the scholars, could be effective

in orienting these students to choose ateliers of Andre Lhote and Fernand Leger, both of
whom were known as Cubist in their art. Artun, (2012) p 265.

t hought t h

27 Artun, (2012) p264.Pr i mary sour ce, FPeki€dakdZerl Kus t aGb u(12:00KY). p

19.
®Berk, N., (1973, issueAn@mpBanatip4d Legerdin Atolyeleri
Bjirol, ¢. (1972, issue 7AkaraSahatrpid | ah Ber kol e Konukn
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inevitably extremely close to the new developments. It is conveyed that artists,
who studied at Hoffmann and Lhote ateliers, were influencedby C®z anne and h

artistic works, especially his distorted imagery?*.

With regard to the collaboration issue, it is worth to remember that Andre Lhote
and Fernand Leger were the leading names related with the synthesis of the
major arts. To be more precise, Lhote was a member of | 6 ar t groap.¥ a |
Fernand Leger is known to be one of the luminary figures involved in this
approach by looking back at his contributions to the subject via his practices or
writings that have already been mentioned in the Chapter 2.

Although the interaction of the Turkish artists with European artistic world had

already started in the 1930s through their mobility of education, those visits to

Europe were disrupted by the outbreak of Second World War. Nevertheless in

1947, after the end of the war, the same practice started up once again and some

of the students that travelled to Europe include: the pai nt er N e whe t G¢nal
went to Leger Atelier; Sa d i 2% and Refik Eren to Lhote Atelier; and Kl han

Koman to Academie Julian?®®. Beyond the education they received from these

ateliers, the inspiring atmosphere they lived in most likely inspired their artistic

vision. Based on ¥zi kb6s experiences i n diendings, Deni
conferences in addition to the courses in the atelier and the cosmopolitan

at mosphere at Grande Chaumi er ethesfatedlevd@eni ng c o
| 6art 0ab s thei agpetling to many of the art students studying abroad in

Paris.?*

240Gezgin, A. ¥, (2QA&ade mAdrya&n Ta aHegkel. dstanbd!:: Resim
Baj | am. p 159

41 See Figure 7.

2y z7ik had been worked at Leger atelier for a wh

Artun, (2012) p 272-273.
43 Artun, (2012), p 2609.
244 Artun, (2012) p 273
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The return of the students to the Academy most probably served as a connection
with the contemporary issues and it implies the transfer of knowledge during a
time when Tur key ds gr owt h Winaited rdsaunges dardd hardhy
economic conditions. However, those visits changed after 1950. The new
generation of students not only acquired the new techniques and knowledge of
Europe, they were also productive and creative, actively participating in and
contributing to the contemporary art scene with the intention of creating a
modernity combined with local characteristics, as Artun argues®”. This can also
be seen as contributing to the change in the curriculum at the Academy; and it
can be linked to the mindset of collaboration in Turkey.

One similar view ont hi s transformation <claims that it he
abroad to study and work now saw themselves 1in
%% This new role accepted by Turkish artists was defined as a desire for
contri but i n gardeintelfedtual @nd artistcrclimate of [the] d a y¥*/ o

This change was al so fel't when Al i Hadi Bara and Zg¢l
operate their own ateliers at the Academy. Their style incorporates the training
process they went through in Paris where they had the chance to take part in
contemporary art issues and as well as advance their own sense of art. Thereby,
they led the students towards contemporary art**®. The latest debate around that

time was related to the passive attitude of sculpture in space. They suggested a

25 Artun, (2012) p 279

246 Demiray, B.; Ersel, H.; Artun, A. (1994). Bi r Bakl angé- / A20egi nni ng, in
Téeérkiye Cumhuriyeti Mer kez Bankasé Q@pThaxk T¢r k Sanacé
Central Bank Of The Republic Of Turkey Collection Of Turkish Modern Art. trans. Fred

Stark. MAS: Ankara. P untitled

4" Demiray, B.; Ersel, H.; Artun, A. (1994). p untitled

28 Ak y ¢ E.€1899) p53-54. Probably, this stream would also be felt in other

departments of the Academy . To illustrate this, Ber i
education process, well-known figures of those days were mentioned in the lectures. (from

the interview.) For example, she says that Ks ma i | H a Wwak énsiStgngyaeferring

to Picasso. (Gezgi n, A.Bé&r i I( 2M&&{damyem Eaniltlik 3 Dekoratif

Sanatlar. Istanbul: Ba | |. p387
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new spati al treatment that fAquestions or an
message, form and function as mucH Omes all t
step further, these individuals carried this concept with them when formed a group
call ed fAGr upi thagwilkbe testedairs ndore detail further on- which

was planned to be a branch of the Group Espace in France.

In that kind of an art climate, different art departments coexisted within a single
institution, which would enable diverse interactions.”® The students always
seemed to be interacting with each other, not only class time, but gathering
together, in commu n a | areas such abackyand ottieeseafdde.a d e my 0 s
Orhan kahinler bel i eviysnevitabladonstitutes mimesoasr t of p
friendships®™'. In concerning the close proximity, another striking point is the
existence of some noteworthy art works on display in the halls of the Academy.
On the walls there were the replicas of V e

Go y a 6 sFamilylofeCharles IV, aswellas| ngr besSowsce’t?.

Furthermore, the small number of attendees allowed the students to witness
different works in different ateliers and even enabled them to partake in each
ot herso6é6 wor ks. l nherentl vy, t heir Vision an
aspectthatal so oriented towards a colexpamd i ve se

this as follows:

MIAKky ¢ FE1099).p 54. Aéyerine, bulunduju mekané anl an
a-eéséendan, niekearn ébni rti¢gnm edr i kadar sorgulayan veya

0 Because of the fire at the Academy, as an exception, the architecture department kept

on education in another building for a while, th
Dilsizler okulu) in Y & | lok®veen the years 1948-53.

#lGezginA. ¥. O©PBAA) kabhAiknaldeermi ylen T an é.kstagbl: 2 Mi mar | &Kk
Baj | am. p 164

®2Gezgin.A. ¥. (2003Ak.adAedr ayre CRedineHkyket listanbul:

Baj |l am.-170. Also6se, YEM Yayé&m95) . Ay d éMAn éBl oayrsdaan . Milmmar | &
Yapéddan Se-HKet anbul : Yem Yayén. p 26, where A
education between the years of 1940-45, talks about the Academy building and common

courses of all disciplines.
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In the Academy, there were not so definite borders. For example, a painter

could help producing the mokyeybnebadbeamn ar chi t ect
acquainted with a project. An architect could become familiar with painting.

There was an iooktaicourae; galied galkery, for two years, which

means a basic education. In the first year, every student took that course and
students were t r ai ned togetheré but t hat i nteraction
everybody got to know each other and had the opportunity of seeing many art

works such as graphic design, textile, etc.??

With respect to these education opportunities, it is important to note that the Cour
de Soir (evening course) takes an important part in the memories of many
students of the Academy®®*. According to kahinler, this cour se
different disciplines together and it was an extension of the propensity among
architecture students who were accepted to the Academy as a result of their
drawing exam?®, Therefore, it can be assumed that architecture students, in

particular, felt an affinity to the arts from the very beginning.

Archit ec t Mar uf i nal the Aacademyedann1938| dxptaths than he

attended Cour de Soir and received much knowledge from the instructor, Zeki

Fai k®Kzken the same manner, artist Sadi ¥zik por
B EomBeril Anél anméAktademi devib@€wyeml er arasé -ok kesin
Mesel a bir mi mar i projede ressam gidip makete yardeé
okumayé °jJreniyor. Bir mimar da resimden anlar dururm
2 sene galeri okuduk. Galeri dedijmiz temel ejitim.
okuruzé ama o etkilekim -0k g¢zel bir etkilekim -¢n
ol arak hem de bir -ok iKi mesela gmafial] ekgasgne@r sunu

ge°r¢syorsunuz. o

® Kemali S°ylemezojlu comments on the curriculum of

started to work in 1945. He talks about the existence of a painting course, most probably
different from Cour de Soir. In fact, he criticized the absence of that painting course in the
program while he had been a student from 1930-35 in the Academy. He states that he
suggested this course in order to be involved in the program again. Unfortunately, it could
notberealized. YEM Yayénpl32.1995) ,

**Gezgin , A. 1%4.(X@h3)nlep thinks that probably thi:

interest for plastic arts. Ge z gi n , A. ¥ .In nfoz @étad,Ma r p f 1- &Bom |
attended to the Academy in 1938- explains that this exam had three steps which included
mathematics, drawing and a written exam related with cultural knowledge. But drawing
part had a big percentage in determining the total point. YEM Yay énp65( 1995) ,

°YEM Y a(yoes), p67. Ma r u f wasrorelof the partners of IMA.
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of collective thinking and producing. He also mentions architect

and Ut &Y iviom Kezrgniembers in attending that particular course. In

addition to Cour de Soir, he talks about another plastic art course,c al | ed A ModI aj

(modeling); and was obligatory to all departments®®

. When painter Devrim Erbil
comments on the dialogue between architecture and the arts, he defines Cour de
Soir as some sort of uniting element of his education. He draws attention to the
annually Academy Ball where all departments worked together and shared in the

responsibilities®®. By referring to the intertwined mode of the Academy, architect

Aydeén B clginsed nthat Be d r i Ra h mi Ey¢poj | uhadand Il br

influence on architecture students.?®°

Marking this assemblage int he Academy, architect Ut ar it

correlations between artists and architects in their careers. What he noted as a
major reason of the unity between artists and architects was sharing the same
space throughout their education. As being one of the crucial practitioners of

collective projects, he confesses the inspirational manner of friendly relations

within the sculpture department between the i nstructor s and

attributes this to the small number of students in the sculpture department. He

had the opportunity of meeting and working together with these instructors via his

friend KIhan Koman, atirnza%l.ulntpistway,Ieeretatesuthleent

undeniable effects of his education institution on his works achieved in a collective

sense.

*"Muhlis Dandkman idts Kvait ke sxamined in the following parts. They
were two impoertant architects who executed several works with their artists friends from
the Academy.

*Gezgin. A. ¥. ( 2r0Ak3a)d.e nf aydei 3 DekmmaikiSanatlar. Istanbul:
Baj | pm2

29 5ee the interview with Devrim Erbil.

°YVEM Y a(y985). p 26

®1y- yk S.(1996).Mi mar Ut laKi ha#Kz §@merdll) . Kstanbul
mat b amldCe .
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A direct look at the curriculum, in addition to the abovementioned testimony, will
also be helpful in portraying the process of education. Until the reform in 1969,
the Academy had maintained a gallery education, which had to be taken by all
students regardless of department. This system was replaced by basic art
education from 1969 to 1981. The total education period was a system of five-
year together with this type of training during the first year. After the adjustments
made bytheCounci | of Hi gh e n1982]theceducatiom term(wis¥ K) i
changed to four years in all universities and in many departments. Unfortunately,
due to this change, the departments of sculpture and painting could not keep a
basic art education as part of their curriculum.?®®> This change, most likely caused
a weakening to the exchange or even blocked the channels of possible joint
communication among the varying disciplines. In a sense, it may be linked with

the decline in the number of collaborative works as well.

Examining the guide book of 1960-61 academic year, the curriculum of the

department of architecture had graphics and plastic sciences (grafik ve plastik

bilgiler) courses including: Descriptive Geometry (Ta s ar & ( @ergpective,
Architectural Drawing (Mimari Resim), Drawing (Serbest Resim), Modeling
(Figure 25, Figure 26). In the meantime, the culture courses included: History of

Art, History of Architecture, Aesthetics and History of Turkish Art.

According to this particular guidebook, with respect to the description of the
modeling course - which was a required course - there seems to be an active
training system, which comprises practices with divergent kinds of materials such
as mud, etc. as well as educational sessions on ecoles and the periods of
sculpture. Another required course was on decoration and furniture design that
included designing not only furniture but also some textile elements such as
carpets and curtains. This brings to mind the idea of total design associated with
Gestamkunstwerk. Looking at the scope of the History of Turkish Art course, it

included various branches of art like glass, ceramics, carpet, painting, decorative

*2Ger maner A. T. (2009) . Kstanbul Gg¢zel Sanatl ar Akad
Kapsaménda Yer Al an Temel Sanat EJjiti mi Dersi ve Uyg
1981) | zerine. I n A. Blaruthuanu,s :& Meo.d eAlnil-éppvnueknoijnl uT,as ar ém
341-346) nbkKdtaKI et ipB846m Yayeénl ar ée.
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arts, architecture and miniatures (Figure 27). In the History of Art, there were a

wide range of subjects including the Renaissance, Cubism and Abstract Art.

In another guide dated to 1962 - which was prepared by the st ud e nt d$ob
the purpose of introducing the Academy - once more we come across with the
same group of courses such as the group of graphics and plastic sciences,
culture courses and decoration and furniture design (Figure 28). The 1974
Academy Bulletin reveals that after the education reform in 1969, Basic Art
Education became the new must course to be carried out together with other
disciplines. Other must courses remained the same such as History of Art, History
of Architecture and History of Turkish Art. The bulletin also lists the departments
responsible for the common courses. For instance, History of Art was a common
course and was run by the painting department (Figure 29). Basic Art Education
was the responsibility of the sculpture department. According to that bulletin, it
encompasses the common concepts and practices for all fields (Figure 30).
Students of the sculpture department took courses on perspective and descriptive
geometry taught by an architect. The quality and the content of the courses,
whether being linked with an interdisciplinary approach or not, the instructors who

taught these courses are also of significance.

Another part of the training system was participating and assisting in their
professorsé pr ope@dtce especially valid for sculpture and painting
students. To illustrate this, Devrim Erbil explains how he dealt with Bedri Rahmi
Ey¢pojl uds woks tdlays.i negr bhils nsottuedsent hat
artist confined to the borders of a canvas. Erbil explains how he got acquainted
with contemporary developments in painting, and especially big scale practices of
Mexican artists. He further claims that what made him lean towards collaborative

acts with architecture was absolutely down to his professor, Bedri Rahmi

Ey¢pojlu. He admits tigimpresdion gnphomj?f Io faan hed e

had the chance to learn the methods of large scale works and during this time he

became experienced with those sorts of artworks. At this stage, the passing of

uni on

Eyé¢po,

a

HVe her zaman Kunu s° k|l dmirktriesi M0y agydi mak amalsie

her hal de n el AppendxanterziewdwithmbDewrim Erbil.
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knowledge to the next generation is more possible when working as an assistant

with an instructor.

The mission and the contributions of the Academy are the most influential in the
education field, but the other schools in this field, such as the Istanbul
Engineering School (I st anbul Y¢ ksek M ¢ thaeen dad sd i k Okul u
considerable importance as well. What makes this significant are the positions of
the schools being located in Istanbul, a sort art center in those days; and also

264

they employed many Academy graduates and instructors™" that formed a

congenial proximity for this art circle.

An overview of the guides of the school exposes that some important artists such
as Rudolf Bellindg, Nanvgm®raAdkagladak*® Bezeyi k
were part of the school staff during that particular period.

According to the 1948-49 year guide, the History of Art and the History of
Architecture were planned as two separate courses. The History of Architecture
course included modern architecture and the History of Art covered 19" century
European plastic arts and an introduction to 20" century art. Examining the later
guides, it is seen that until 1977, these two courses were carried out in this way.
At the same year, there was alsoa cour se named Alntroduction to

Historyd  thenfirst year program; and for second year, there were History of

%4 From 1941 to 1955, German and Swiss instructors worked at Istanbul Engineering

School. Since 1955, the school has not included any permanent foreign instructor.
S°yl emezojlu, K. (1973, WNemhapd2483.)p27 Mi marl|l ék For um.

®Ercement K a-19vi g graduat2doron® the Academy painting department in

1937, he went to Paris to work in Andre Lhotebs atel
education in Germany and lItaly. Ersoy, A. (2008) Turkish Plastic Arts. Ankara: Republic of
Turkey Ministry of Culture and Tourism Publications. p105-106

**Yavuz @910-2995) studied sculpture and painting at Ecole Cantonal de

Session. Ersoy, A. (2008) p 154

267[( adan Be z e )ygraduatédfr@nPtite Academy painting department in 1951.He

studied in Rome Fine arts Academy between the years 1952-1955. Ersoy, A. (2008) p
127
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Turkish Art, Sources of Contemporary Architecture, History of Architecture, and

Restoration Studio courses.

Another notable course in the curriculum during the years 1948-49-50-51 is free-

hand drawing/sketching (serbest resim), which was gi ven by Er cg¢ment K
Based on the guide, this course intended to touch on color theory, and

perspective in painting; as well as focus on charcoal and watercolor drawings®®.

In the academic year 1958-59, there appeareda cour se titled ACol oL
ComposiRemknovd kekil ) adho mgeootinved yntd a967. This

course was conducted by the Program of Building Science, and based on the

1961-6 2 y e ar OBr cgoumednet, Kal mék and kadawofitBezeyi K
(Figure 31, Figure 32).

Another course is Modeling (Modelaj). As stated inthe 1948-4 9 year 6 s gui de,
a required course. Surprisingly, it is not seen in the curriculum for the years 1949-

50-51, but after an interval of almost 10 years, it was offered again in the 1961-62

year 6 s educ aAccoodimg tpthedl 67 guide, it had continued until that

year. In fact, the same guide shows t h a't Belling and G°rey
consultants for that course. Act ual | y, Bel | i stagbulogméeend at t h«
School in addition to his job at the Academy?®® (Figure 33).

WhenDoj an Tekel.] tal ks about hi the neodeling at i on Yy
course in the third year. Referring to his description, it is said to be classical
training that included producing classical forms with mud and then receive a
critique from the instructor?®. An important anecdote from Tekeli reveals a
potential integration of architecture and art. More specifically, it implies the
triggering of awareness among students throughthe atc ompet i ti on f or An

while it was under construction. The competition was held i n T a kakdélater a ,

) stanbul Techt¥&4ad Yeadrvées sAcapdemi ¢ Gui de

%9 For that purpose, the school applied to the Academy on the 20" of December 1949.

Demir, A. (2008). p 107

®gseethei nterview whkelt h Dojan T
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on its exhibition was also arranged in the same building, probably because the
head of the school Emin Onat was one of the winning architects of the An ét kabi r
competition, and Belling was a member of the competition jury. Hence, students
like Tekeli had the opportunity of witnessing the way plastic arts should appear

along with architecture®’*,

Returning to the curriculum again, a course calledas APl astic Arts Educat.i
the first year program is a remarkable development that can be observed in 1977-
78-79 gui de . Gi ven by k aithafnhe Boarseewas explaingd lase

Ané to i ntr kdeants ef camipasitiore and expression that comprise

common probl ems??

ol his clads avas giver in astuticandincluded
both painting and modeling (Figure 34). Apart from these must courses, there are
various elective courses that are connected with art such as Photography, Basic
Art Education, Painting from Nature (Do ] a d a n (e last twmg were given by
kadan Bezeyi k) andtnoumafehe iPlasgc, Artsaceursa (Figue n

35, Figure 36).

As a final note on the stance of the school, because it included several courses
related with art alongside the technical aspects of architecture, it is claimed that
its education program was influenced by Bauhaus.?”® Similarly, the intense
relations with the state or local authorities are assumed to create a connection.
According to Belrestlted whku i beuassociatédewitht the
Bauhaus mental ity t hat i mplies Afconstituting
wo r fdAddeclaration in this sense could indicate a parallelism or an indirect

connection with the collaboration issue.

1 See the interview with D o | a ekeliT

fiplastik sanatlarén ortak problemlerini kapsayan ko

tanétmak, .. . 0

273UIuo]B.I(ZOQQ).l,(T: Mi mar |l ék Fak¢ltesinin Kuruluk Yéll ar é:
Dijerleri ve M¥EmMget EknBepsi nthen OnA ArturA&E.upal é Kzl er
Al i -avBraoajhlaws: Moder nl ¢pp.B4&B874n. Thstaa@bhul : Kl eti ki m

Yay é&npl348r é .
MUl u o] 1(2009). B349
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Another school located in Istanbul was t h stanlul Technical School. Separating

from the Civil Engineering Department, its Architecture branch was constituted in

the academic year of 1943-44. By the school 1944-45 year, an independent

architecture department was opened?”. As seen in the yearbook, which was

prepared by the st udent sé& uni on-45athede isdoaly History 109 4 4
Architecture, which might be considered relevant in terms of the collaboration

issue. On the other hand, according to 1976-7 7 year 6s gui de, Hi st
History of Architecture and most importantly for the last year elective courses

Modeling and Last Century Architecture were part of the curriculum.

The next school to have a department dedicated to architecture appears to be
Middle East Technical University, founded in 1956. Rather than adopt the French
and German orientations of the Academy and the other engineering and the
technical schools in Istanbul, METU implemented the American model of
education.””® The architecture program featured History of Art and History of
Architecture as separate courses according in the 1958-59 and 1959-60
catalogues. These two courses were given over four semesters. However, in
1961, these two courses went under the single title of History of Art and
Architecture but still continued to be given over in four semesters. In the 1958-59
and 1959-60 catalogues, the Theory of Architecture is a noteworthy course
offered for first degree students. The course was defihedasfia compar ati ve s
of architecture, within the general framework of all arts, and in terms of
contemporary society, both western and eastern.§’’ This explanation hints at a

holistic approach, which could be relevant for the unity of the arts as well.

®Kstanbul Teknik Okul YWelhékdbe| KEBABDUK1OME) i f et
Basémevi . p 115. This depdd%5tmBEbB3thyreasothofbeen cl osed
inadequate student number . Sey, Y., Tapan, M. (1983). Architectural Education in Turkey:

Past and Present. Mimar 10: Architecture in Development. (Pp 69-75). p 73

276 Sey, Y., Tapan, M. (1983). p 73. In fact, the foundation of the school was the result of

the intense relations with the U.S., which, indispensably, reflected to the education system
of school in adopting in Bauhaus type of system in architecture education. Uysal, Y.
(2003) A Survey on the System of Education at the Middle East Technical University
Department of Architecture, 1956-1980.Master Thesis, Ankara: METU, the Graduate
School of Social Sciences.p 62, 71.

& (1958). METU Catalogue 1958-1959. Ankara: Turkish Historical Society Press. p 53.
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In the academic year 1973i 74, the course titled Philosophy and Theory of
Design, probably replacing the Theory of Architecture course, was offered to first
and second, third and fourth year students. In the years 19741 75 and 1975i 76,
this course was considered a required course for the first year and an elective in
the following years. But in the next school year, it turned completely into an
elective course. Another elective course integrated into the program in 1974 and
continued until 1977 was the Visual Media Workshop. Yet another course related
with art was the Fine Arts Techniqgues Workshop that was offered during the
1976i 77 academic year. Equally important, a remarkable development was the
inclusion of an artist among the faculty at the time. Jale Erzen, who was giving the
course Fine Arts Techniques Workshop, started to work at Middle East Technical
University in 1974. There appeared a variety, in terms of including different
disciplines, especially linked with art after the year 1974. Apart from
undergraduate courses, a graduate elective course could also be associated with
the main subject of collaboration, which was titled Evolution of Turkish Art and

Architecture throughout the 19" and 20" centuries.

To sum up, this research reflects the distinguished position of the Academy and
how it became a significant part of art education in Turkey. The interaction within
the Academy and its manifestations outside the institution may have the potential
to generate and consolidate the relationship between architects and artists. The
presence of foreign academics and graduate students who were sent abroad
highlight the keeping alive of ties with Europe, specifically with contemporary
debates on art and architecture and their relation to one another. What this
connection brought about were the different approaches in nurturing new
generations and the knock on effects. Especially, after 1950 with the return of the
students to the Academy as scholars, a new logic or a new intention, which
aspires to participate actively in the making of art, seems to have had a role in
paving the way for collective works. In fact, it is necessary to remember that most
of the people who can be counted in the scope of collaborative works, graduated
from the Academy. A small number of them graduated from other schools in

Turkey and far fewer graduated from schools in different countries.

The Academy emerges as a productive space in creating close relationships

among varying disciplines through both its education outlook and the fact
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proximity brought them together in one space. Based on firsthand accounts, at

that sort of atmosphere, students could have easily form friendships and

exchange information. This unity is assumed to have laid the foundations of future

projects. In terms of artistic connections, it is worth considering the modeling and

drawing courses of the Academyds cur
1969%’8 a decline is observed in the variety of art-based courses. In fact, after

that time, the course of Basic Art Education stands as the only common course

where differing fields could interact with each other. Unfortunately, the

arrangements made in 1982, shattered the positive effects of this mutual course.

Beyond the Academy, other schools located in Istanbul remained relatively close
to the art circle, by virtue of close relations with the Academy and being situated
in Istanbul, at the very heart of the art community. Especially, the Istanbul
Engineering School comes into distinction by virtue of its basic art courses such
as drawing and modeling. An increase in number of these courses appears at the
end of the 1940s and in 1950s, but most intensely in the 1960s. A related
comment touches upon the approach towards education during the late 1960s
and early 1970s and expresses t hat

positivist/analytical conception of architecture, taking more and more

riculu

socioeconomi ¢ constr a?°nThis newnctinate coalch bei der at i

responsible for a decrease in the number of art courses. In ascribing to the

%8 The youth protests of 68 generation initially started in the universities. The demands of

the young people mainly focused on the struggles and inequalities of the education
system such as, participating into the administration, freedom of thought, the issue of
special schools, extension of opportunities in the dormitories and education credits,
abandoning oral examinations, ameliorating health services, dissemination of course
materials in book format. With the dramatic changes in economic, socio-cultural and
political levels, these concerns in education system were begun to be considered as a part
of a bigger problematic that covers the issues of the country citizens as well. Bulut, F.
(2011). 6 8 Kukafh €l ik Ol ayl arénén Ul usl araraseé

G°re Atatg¢rk ve Atat GJQake¢eIT AR ANIBRIBBKE (ppl23

Meanwhile, the professors in the academy were trying to find out possible ways of
providing betterment in the education system. Ali Teoman Germaner states that this
pursuit overlapped with the demands of the students for the case of the Academy. The
boycott in the school had been continued for two months. After this process, the reform
was initiated that envisioned a basic design course for all departments which aimed to
bring in the grammar of visual language. Ger maner A. T. (2009) .
Akademi si Reform ¢al @&kmal ar é Kapsaménda
Uygulandéej é& On -¥YB1)| dkeeSdime. (107 A. ArBaunaus:

t he ne
Boyut u
Kstanb
Yer Al
& E. Al

Moder nl ek me n(ppn34Fas@)r . énKst anbul :p3Kl33.i ki m Yayénl a

9 Sey, Y., Tapan, M. (1983). p 74
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Bauhaus model, it is clear that the school continued to incorporate art courses to
a certain degree. As for the education at the Middle East Technical University,
even though it is similarly associated with the Bauhaus model, it barely includes
other art disciplines. Furthermore, an important point in the general trajectory of
the curriculum between the 1950si 1970s could be the increasing focus on

theoretical content.

To conclude, educational activities can be seen as having significant roles in art
and architectural collaboration due to their capability in molding current and future
practices in the art and architectural fields. These institutions and their approach
could be presumed as crucial sources that triggered collaborative approaches.
They were potential spheres where the idea of collectivity was embedded in and
encouraged, as seen in their curricular activities and the platform that they
provided for the development of a collaborative understanding.

3.2.2. The Arts in Architectural Publications

Besides the schools of architecture, architecture publications are also crucial
sources in the scope of the research in order to understand the characteristics of
the intellectual and the professional atmosphere that made the idea of
cooperation a current issue in Turkey. These mediums could not only trigger
awareness for a collective vision but also act as an instrument for the
dissemination of this concept. There has been particular focus on the penetration
of art topics into the architecture journals, in order to better understand the
approach from the viewpoint of architects. To what extent they covered art
themes in their publications and how they presented these materials are the main
focus of this section. In this aspect, the study includes articles in these journals on
art subjects, news about national and/or international art events, and the style of
presentation of works, including collaboration. The compilation of this information
will shed light on the modes of the existence of art in the current architecture

sphere, in terms of both professional and intellectual fields.

The selected quotes about collaboration are one of the most important documents
that constitute the discursiveness of this subject, which | will address in the

following section. But before that, the questions of to what extent and how they
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included the arts; and how they treated artworks are the focal points at this stage.
These answers will uncover in what sense the arts were integrated into the
architectural literature prior to its practices and whether these inclusions had the
potential of stimulating any consciousness towards collaboration. Therefore, the
relevance of this query finds its legitimacy on the grounds that the publications
could be thought of as a tool to draw in audiences as well as advancing their

interest in the arts.

The treatment of the projects is also a significant point when considering that
many of the articles were written by architects. It provides insight into the
architectsdé6 thoughts on the <collaboration v
with in projects. In other words, the articulation and the display method of the
projects will contribute to the discursive side, which will also make explicit the

character of the current architecture and art realms.

During the Second World War and shortly afterwards, resources are said to be
very limited. This situation was also valid for the publications coming from abroad.
When examining the list of translated books or the ones written by Turkish
architects®®°, there are limited sources that deal with the modern architecture
theory. It is assumed that the architecture scene of the time kept up-to-date in
terms of novel achievements and considerations through these publications.

Therefore, the periodicals are believed to as key in the flow of information.

8 Some of the architecture and art books written and translated in the postwar period in

Turkey can be stated as such: Kpki roj | u, M. k., Avrupa Sanat é

Topr ak, B. , Sanat kaheserl eri (1946) ; Eer k, N,

Té¢rk Sanaté Tari hi (1952); Di ez E. and Asl ane
Sanat Tari hi ci |t [ (1963); ¥zer, B, Rejyona
(1963) ; Geveml i, zZ. , B¢eyek Ressamlar arda Heykelt
Mi mar i imitler ve Kukku (1965), trans. S. Batur ;
(1966); ¥zer, B, B ak éheykel-Mi m&g hghkegz@d@9R8¥3|) mBer k,
Konukma (1970) Ber k, N . and Gezer, 3)HLapan,50 Yeéel ér
M., 50 Yéelén Tg¢grk Mimari si (1973).
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It is known that several foreign journals were also closely followed by Turkish
architects such as, L6Archi tecture d()Aoujourzal,()hui, Ar c hi
Cimaise, Domus?®?, Bauformen, Stadtebau, Casabella, and Architettura®?. Those
foreign sources are significant in terms of getting the latest news and
devel opment s around t he wor |l d. I n fact, t he [
Engineering School, for example, clearly show the flow of the foreign sources

imported to the country. (Figure 37)

Architecture journals started to be published in Turkey with Arkitekt (Architect) in
1931, and followed by Y a f*€Building), Mi ma r(Arcaitecture), Eser (Work of
Art), Mi mar | é k (Arehite@uaenaadt Art), Akademi (Academy) and another
Y a f&(Building), respectively®®®. Throughout my research, | had the opportunity

to examine Ar ki t ekt , Mi mar | ék, Eser, MiTheser | ek ve Sa
281 I1zgi states these journals that they follow during their education period. Ge z gi n, A. ¥,
(2003),p 81.

22 Erom the interview with Cemil Eren and Enis Kortan.

y¥nal M. pprL995) .

" The other one waspublishedpf@ threehyedrs starting in 1941 and
encompassing architecture, fine arts and cultural considerations. For more information,
kener, MRé¢ 2i0®Wi)ng The Per +1648)i Stady on YAschitécturél 1 9 4 1
Practice And Ideology In Turkey During The Second World War. Unpublished Master

Thesis, Ankara: METU.

5 yapé \bailding aulture and industry journal that began to be publishing in 1973 by

Building Industry Center(Yapé& Endg¢sktri Mer kezi

®There was also Bayéndéerl ék I kleri Dergisi, which v
Il mar i kKl eri Haber B¢l teni started i n Stufliésb, both of w
about architecture journals in Turkey: ¥ zd el , I Archifediu®a® Reyiadicals as a

Reflective Medium of the Agenda: A Study onTurkish Architectural Media During the

Republican Period, Unpublished Master Thesi s, Kzmir Il nstitu
1 st ¢en. (1979) . Cumhuriyet D° n e mi¢tnedverMaYiaal yéékmlvaen an Mi mar

G°rsel Sanatl ar D e rSegrt, 8.5, (20065 A SunvbyuOn, PhotégrapHic.

Representation in Architectural Magazine Cover: Covers of Arredamento-Mi ma.r | € k

Unpublished master thesis, Ankara: METU. Na z | &€ B a k hAnaysis Qf Zhe Qimi)s

Of Representation Of Architectural Photographic Images In Periodicals. Unpublished

master thesis, Ankara: AMBTWY.zi &%l djhleu ,MiSnar(l 2&k1 J)o.ur nal
On Architecture In Turkey In The 1980s. Unpublished master thesis, Ankara: METU.
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periodicals included arts within its pages and for some of publications reflected
this aim in its title. It is crucial to analyze the contents of these journals; especially,
the prefaces of their first issues should be looked at in detail in order to evaluate

their stated aims and purposes better.

Arkitekt was published between the years 193111980, and it is the first
architecture journal of the Republican period. In the very first issues, the name of
the journal was Mimar. In the first issue of 1935, Mimar was changed to the title
Arkitekt, and continued with the new name®®’ after that year (Figure 38, Figure
39). Zeki Sayar, one of the founders of Mimar, expresses that the change, in the
title of the journal from Mimar to Arkitekt, made it easier to be understood by the
rest of the world at a time as they were trying to form an alliance with European
journal s 6changed®k This mightibe, on a small scale, important for the
publishers but when taking into consideration the subject matter of the journal,
this kind of a choice could offer incontrovertible improvements in the future.

In its first volume, the journal expresses
and Urbanismo (Ilstanbul ve kehircilik) writ?~
This text speaks about urbanism and traditional Turkish architecture. In addition,

the author claims that there were insensible imitations of foreign-sourced designs

among contemporary architectur al exampl es i

Housesd (Frenk Evlieri).

Sedat Ha k k & a srtant iiolb ® srchients, Whoge avork he associates

with the issues of urbanism. In his words, the journal has the aim of arousing

Arespect and relianceo towards architecture
#"1'st¢n alsa- mentions this change and adds its
as fAdiplomaleé arkitekto. He thinks this notion ¢

master trained in the traditional system and a certified high educated individual. That

distincition arouses from the fact that after a radical education they can become architects.

So, the word fdiplomaléd |Ilinks to this educatior
the western type of education they were subjected to. Al s a- , i T¢(RDYy6)deki

Mi mar | ek iDigk¢ Cuembhuri yet D° Mmelaonn Hasakldniz Eeknik i mi .

' ni verm2t esi

°YEM Yayeén (1995AN.é|Zaerkdia SMaiymaarr.| élkn, . (pp.d@eé 6dan Se-
113). Kst anbul : pYlé2m Yayén.
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local architects and a defender their rights.?®° Zeki Sayar notes that publishing the
journal was Abidin Mortako6s idea and Mortak W

noticed by the state and the public?®.

In addition, it is observed that the publication covers both architecture and arts

althoughthet er m Aartsodo in the prologue was not defin
than architecture. When analyzing the whole article, it mostly focuses on

architectural pieces, which are thought to have artistic value. But in the following

issues it is can be clearly seen that there dedicated sections to art subjects. In

one interview, Zeki Sayaro0s statement confirms
of including other art disciplines in the journal, Sayar illustrates the intense

relation of the Academy where architecture students were educated considering

the sensibility to other arts. By focusing their background, he justifies the inclusion

of the arts in their journal.**

A deeper inquiry into the standing of the arts reveals that in 1937, the expression
of decorative arts appeared for the first time as a subtitle of the journal (Figure
40). In the year 1950, the volume 22771 228 placed this expression for the last
time on its cover page. A scan of the years of 19401 1980, it is seen that journal
incorporated a large amount of art issues that covered writings or book reviews on
fresco, painting, sculpture, ceramics, and graphic arts; news about the arts events

such as congresses, exhibitions, international expos, biennale and so forth.?*? A

®IAli kanzade,) .S I|.sH.a n(bludl Mimar (Akitekt)inalclidl pidk .

YEM Yayén. (199Bhéel Zeda Bamarl ek pn. (ppalpoe d6dan Se- mel
113).Kst anbul : pYlelm Yayén.

“LYEM Yayén. (199Bpéel Methar Sakar Yap a.qppalfo- Se- mel er 7
113). Kstanbul: Yem Yayén. p 107.

2L .M. S¢e, T OecyrativeiArtsIOMMA31-132); Gezel Sanatl ar Akademi

60 yel Sergisi, Academy of Fi nl80);AlrKarsan,6fésk,Year Exhi bit
Fresco (1944,153-1 5 4 ) ; M¢stakil H dndépententrSaulpturasrExhibidon g i s i

(1948, 195-196); Henri Sauvage, trans. Na c i Mel t em, Mi mar i vV e Sanat H
D¢ Kk ¢ nc eThaaghts on Architecture and Art (1948, 201-202); 9. Milano

Triennal edimaModerModMer n Endg¢stri ve Dekoratif Sanat |

the 9™ Milan Triennial International Exhibition of Modern Architecture, Modern Industrial

and Decorative Arts (1950, 221-2 2 2 ) ; Trans. Naci Mel t em, Sanat Hakk e
Fonksiyon ve Sanat, Function and Art (1951, 229-2 3 0 ) ; Beh-et | nsal, Sanat Bir
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considerable increase is observed in terms of art articles in the year 1951. Later
on, in 1955, the Arkitekt reaches its peak in the sense of publishing art-based
articles. The thing that is an apparent manifestation of this is the Turk Grup

Espas.

In 1957, the most conspicuous writings were the ones dealing with the artworks of
the Turkish Pavilion in the 1958 Brussels World Fair, which was an exemplary
work of art and architecture collaboration. The leading figure in these articles was
Hadi Bara who was a member of Turk Grup Espas, and whose works were part of
the pavilion. Likewise, in 1960, there appeared some articles treating art issues
and projects including artworks. However, art-focused articles decreased after
that year. In fact, the decline was much rather seen in the inclusion of theoretical
articles or discussions connected to art subjects. Another remarkable point, which
could be interpreted a relationship with the arts, was the placement of an image
from an artwork on the front page for the first time in the 1i 4 volume of 1953.

Apart from that, in the late 1950s, when the number of art articles was at its peak,

Art is Play. (1951, no. 233-234-235-236); Book review: Painting and Architecture, A.C.

Sewter. (1952, no. 249-250-251-2 52 ) ; 5. mllletlerarasﬁwe%anat t er
international art critic congress (1954, 273-274); Book Review: Masters of Modern Art, A.

Barr. (1954-275-276-277-2 7 8 ) ; Hadi Bar a, Pl asti k Sanatl ar én
Arts (1955-2 7 9) ; Eti bank Sanat EtiBasnkeArtivoeks CompétitisnaHiadik a s € ,

Bar a, 1955 yel é P | a sPtastik ArtsS Aativéties| o A955F lkiaAlmary et i
Sanat k ar é nhe Bxbibitign & iTwo German Artists (1955-281); Plastik Sanatlar

Sentezi, Synthesis of Plastic Arts. Nur i |l yem v e -X83)dAnkara Bdvletk . (195¢

Resim ve Heykel Sergisi, Ankara State Exhibition of Painting and Sculpture, Rebii Gorbon
ve Arkadackl ar én éRe IBieir a@ad rkb Sre ragn & i Hi sibitiBhr PBe nds 6 Ce
Venedik Biennali, the 28" Venice Biennial (1956, 283); Sabri Berkel, Mimari Polikromi
Ha k k € n d a Notes Orl Arahitectural Polychromy (1956-284); Hadi Bara, Sao Paulo

Biennali (1957-2 8 6 ) ; Mi c hel Ragon, Mi Architedture\ared Alddigacte r r et Sa
Art. Mi I | etl er ar drgeenatial Bhkissad ExpoSiteom (§95%288) ; Nurullah

Ber k, S an at tha Egaality df Arfs {1D59-p96); Hadi Bara, llhan Koman (1960-

301) ; Hadi Bar a, 31. M|IIhanKoenarathea3$elntematlnnald|k Bi en
Venice Biennale and Ilhan Koman (1962-3 06 ) ; I smai | Hak k e Oygar,
Serami kl er i 1962 MiIIetIeraraslaternefflmnalgpragmea dack S e
Ceramic Exhibition- Contemporary Turkish Ceramics (1963-3 1 0 ) ; I smai | Hakkeée C
Mi mar i Sat ehl ar ArchitectDral kSarfages snd rDacpration (1963-311);

tcajdak T¢r k S ondemmporang €urkigh Arti Exhibition (1963-313); Devrim

Erbil, T¢r k  Re s mitha NationdlCharactett of TMiikisheAit. ¥jzide mi r Al t an,
Le Corbusi er dien CRershiumlieerri@a4-3y iDavtim Erbils Devlet

G¢zel Sanatl ar Ak ad e rAcademy of Eihe ASsoYean-end Exhilgtiors i

(1966-3 2 3) ; H¢seyin Bar anAbout PRietisgi (l96813 810K é n dGeo,r bon | K-
Serami k Fabrikas&@memoh9T1kebe rCeiraimi ¢ HKB®Wt ory 197
337) ; | st an b ullstaBlaulnAg FestiBah (Y97 7236178 |
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the images of artworks were featured less frequently on the front page (Figure
41).

Mi ma rwhiéhkstarted in 1944, was the official journal of the Turkish Architects
Union (T¢r k Y¢ ks ek MNiuntld9sB. dme subtitle defingsithe scope of
the journal: urbanism and the fine arts (Figure 42). After 1963, the journal became
a publication of the Chamber of Architects, which was founded in 1954.
Competitions, newly constructed buildings in Turkey and abroad, texts about
International Union of Architects meetings and articles on modern architecture
were the main content of the journal.”* It is observed that the Mi ma it Bok
feature as many art-focused articles as Arkitekt, but there appeared a number of

¥ Exkrlefen, Mi mar |Paiktihgain ARohiedtune, (1944-3 ) ; Er Kamenetk ,

Mimaride Resmin Yeri, the Place of Painting in Architecture (1944-6); UIA (1963, 1);

Jé¢rgen Joedicke, Mo der n MiodeanrAichitécture Boday.¢, n kk, e \Dikuir u mu ,
Vanl &, Frank LI oyd WrHragkhlioyd W&ightY angd @éhe Bogalitys, af ¢, |

Structure. Ertujrul Ment ek e, UItHe8'§UIAMEeexi¢0@964,&7l)|;rulu Me k si k a
B¢l ent ¥zer, Wal t er Gr opi us Walier Gkbpimmaandéthe EJ i t mi Me s ¢
Education Issue of Architect ( 1964, 10) ; Orhan kahinler, Mi mar i Bi - i1
D¢ K ¢ n c &Howghts on Architectural Form and Environment (1965,17); Haberler:

Brezilya Mimarl|l éjé Konferanseé, Belling Sergisi, ¢ajd
News: Brazilian Architecture Conference, Belling Exhibition, Contemporary Turkish

Painters Society Exhibition ( 1965, 19) ; 8 . theud" NIA meefing §1865,82);¢ ,

B¢l ent ¥zer, Nai f R&Naiumevé@alCnhiahg BHEdR)CiI hat Bur ak
Picasso ve Seramikleri, Ismail Ha k k & Oygar Ricassd and ahis LLeramics,

Conference (1966, 27); Matthew Nowicki, Modern Mimaride Kompozisyon, Composition in

Modern Architecture. Nurull ah Ber k, Bir @G&oung ASist Dearim- € Devrim Er

Erbil (1966, 38); Ed. Fi | i z | Ka nt¢@j] d a Ront@mparayydasjgn. Le Corbusier

Ronchamp Chapel. B¢ 1 ent ¥zer , |l fade ¢exkitlilijJi AY°n¢gnden ¢aj
View To Contemporary Architecture In Terms Of Variety Of Expression ( 1 96 7, 41) ; Bel ent
¥zer, Pl asti k d&wn&f iICéniesidoraryt Bendencies In Plastic Arts

(1967, 50) ; B¢l ent ¥OndBauhaus BRUh & us58)zerBaoleent ¥zer,

Sanati Ve Toplum, the Art of Painting and Society (1968, 57); E. Heinle, Mimarlik ve
Devir Esprisi, Architecture and Spirit of Age (1968, 59); Utarit Izgi, Plastik Sanatlar
Egitiminde Mimar, Architect in Plastic Arts Education (1968, 60); Sevim Eti, 1945 Sonrasi
Genegmegz SJadatyds Ar t( 10f6t9er 613945 B¢l ent ¥zer, Wal t er G

70); Enis Kortan, Mi es van der Rohe. Erdem Aksoy, Wal t er Gr oy
Eli bal, Ak ad &xhibitiod & the AcsBlemy (1969, 73); Cihat Burak (1969, 74) ;

¥nder Ké¢-¢ckerman, 19701 er deurki3h¢Art lin thg @0s, drtedor | - Mi mar | &
Architecture. B¢l ent ¥zer , 19701 e Mmakish Artsim khe Wa nat é, Heykel
Sculpture. Sezer Tansuj, 19 7 0| Taunkishert i the 70s, Famtmagr t € Resi m,
Jale Yél mabacxkar, 19701 erTkish A inkthe 30s,nCGetardics Ser ami k,
(1970,76) ; B¢l ent ¥zer, 1971 Te¢r ki yAeibveto Pladte ArRl ast i k Sanat
in the 1971&8xzEBur Klaynsuj, Topl ums aPlastid Arssdhan Pl asti k S
terms of Social Perspective ( 197 1, 89) ; Or han Sahinler, G¢zel Satl

Korunma | & Academy of Fine Arts has to be retained (1972,104); Mexico UIA- 78 8.
D¢nya Kothg " werld Congres (1978,154)
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article series on the topic, whi ch began ir

published in 1970 is significant in that respect.

The Eserj our nal , a short lived one but a signif
incorporated architecture, painting, sculpture, decoration, music, theater and
cinema®*. These subtitles points out the large borders of the journal, which shows
the broad coverage in the field of architecture during those years as well (Figure
43). Eser was published by the architec t Se | -0 who Kialt with both the
disciplines of architecture and art throughout his professional career. Despite that
there were only two issues, 1947 and 1948, however, the journal is being cited for
both its literary content and print quality.”® In fact, it covered all types of art
disciplines but mostly directed by architectural theory.”®’ Milar considered this
journal as a platform for the voices of artists and architects inside and outside the
country®®®, Therefore, he constituted agencies in France, Switzerland, England,
USA, Italy as well as in the several cities of Turkey (Figure 44).

In 1961, another journal Mi mar | & k wae firsSpublished. (Figure 45) Its
main objective was to stimulate debates in the field of art and architecture, which
was believed as absent in Turkey. The editorial board asserted that a secure and
creative art atmosphere for such debates would be achieved through this

publication.?®® The journal covered different types of art disciplines in its issues,

1 nalén, @T¢ork2oMm0arl ar Cemiyeti onddmkarai mar | ar Do
Mi mar | ar depph86,j182, 1909 1D2.

2% Born in 1917. Graduated from Academy of Fine arts in 1943. He worked with Paul

Bonatz and opened Galeri Milar in Ankarain 1957.For mor e i nf ormati on abou
Mil ar see: i naé¢lenyk ¢Mi I( 2 0ihd,balnearri,c iT,askBdi-t or , Yayé
skop, s k atip:Bwviv.e-skap,com/skopbulten/selcuk-milar-mimar-tasarimci-
galerici-editor-yayinci/679, (21.01.2014)

Kkli, E.ENer (DOMO®@i)si Gansgel DyoyMiMBasi. p 243
#®"Milar, S. (1948)Eserno@mi3s.T¢rk Sanat é.
2% Milar, S. (1947). A. Eserno 1, p. 3.

*®yzer, B., (1961)Mi mearlgdkn inmeé, ABepd.at.
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announcing news and events, and also highlighting new foreign publications that
dealt with both art and architecture in order to inform its readers about the current
debates within these circles. Mi ma r | é k exemplifesatheanportance given
to the issue of collaboration at the time even by including both subjects in its title.
B¢l ent ¥zer was the editor of the journal, and
Academy, he extensively contributed to the literature, especially on modern

architecture, although his writings do not always include all kinds of arts>®.

Another journal Ak ade mi : Mi ma wads dirst publshedia 1964t (Figure
46). Akademi had an advantage being the journal of the Academy of Fine Arts. To
put it in another way, because of the direct linkage with this institution, the articles
covered a wide range of art fields, as well as information and news about the
varying art facilities.*®® The journal expresses its objective and aim in the
prologue, which includes research and surveys on architecture, painting,

Wpavid Gebhard, Yirminci Y¢zyéel Re<0"menturg Yapé Sanat |
the unity between painting and tectonics. B¢l ent ¥zer, Pl astik vV e Mi mar
Mahiyet ve Evrimleri, Essential Character and Evolutions of Plastic and Architectural

Forms ( 196 1, 1) ; B¢l ent ¥zer, Pl a sQurrekt Jendeacie$ ar da Bugg¢ nk
in Plastic Arts ( 1 96 1, 3); Sezer Tans J“, Tg,rkiyeéde Soyut Re s
¥zer, Pl astik Sanatlarda Bugg¢n Ejilimler I (196
Biennal edi ve Mod&rn Sanat (196 7

M Bel -i ka Duvar BelguméTapsSteyr exhibition, Sadi Diren Seramik

Ko n f e rCemnami@Conference. Ut arit I z g iWall irythepSiruttare. DBedria r

Ra h mi Ey¢pojl u, Cobarr halBa hRen MgB i -dReifk)| Voice-F&ra-s

Colour ( 196 4, 1) ; Nu rdwalkl aTh¢ r ke rSka, n a@@afemporaryulpriasé d a

Art is in Europe. Le Corbusier Resim ve Mimari Sergisi, Le Corbusier Painting and

Architecture Exhibition. Andre Bl oc, Franséz Mimarl|l éjé Kendi Ken
Kal maya Ma h k,umencltdramiectureihas condemned itself to stay copyist and

ordinary (1964, 2); 1963-1 964 Yél eé ¥jrenci ¢al ekxmal aréndan ¥rnekl
Heykel, Dekoratif Sanatlar, examples of student works in the1963-1964 Academic year,

architecture, painting, sculpture and decorative arts. Nermin Sinemojl u, Bat é Sana
Y a n k éHclwoes, of Western Art (1965, 3-4 ) ; Buge¢nkyg Brezilyadda Pl asti
k o nf e rcanferere of Plastic Arts in Brazil Today. Utarit izgi, UIA Paris Kongresi

Raporu HaWlk @arisl £&ongress Report. Doj an Hasol , Endg¢stri Di za
Mi mar | énjdestmad Pesign and Architecture ( 1 9 6 6, 5); Nurull ah Ber k, ¢aj
Grafik S a n a t Gomtemporarg gurkish €tiaphic Arts Exhibition. I s mal Hak k é
Oygar, Pi casso ve S®icagsmark hig geiamids oonférencea David ,

Gebhard, Amerikan Mimarisi Konferans, American Architecture Conference. Nobert

Lynton, 20. yy |In gZO”I‘ dertury &£aghish Aréconferemcé @963, B)s € ,

Karl Schlamminger, Sanatta Sentetik Dizaynlama, Synthetic Design in Art (1967, 7)

Feridun Akozan, Cumhuriyetimizin 50. th#B0"é ve Devl et
year of Republic and Academy of Fine Arts (1974, 8)
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sculpture and decorative arts to contribute their progress, and touching upon the

problems of the country.>*

After setting forth some general introductory notes about these journals, the
second consideration of this section will be to analyze how these periodicals
approached the architectural projects that incorporated artworks. To what extent
are these artworks mentioned in the articles? Are they at the forefront or are they
trivialized? Are there any statements about the installation process? Do the
articles provide any incentive or promoting of the integration of artworks? These
questions will help to clarify the degree of emphasis on the artworks from the side
of architects; the view on that issue; and its effect on the architectural scene At
this point, it is noted that Arkitekt and Mi ma tolicbekl upon architecture projects
of the day, which included various artworks. But when examining other journals
like Mi mar | &k *Vvaad ABaalemj it is observed that they did not consist of
any articles regarding these types of architecture projects.

In the volume 1551 156 of 1944, Arkitekt covered one of the very first projects to
incorporate artworks, the Lido Swimming Pool. Although, this issue displays some
visual materi al s, such as views from the f a
include images of artworks. In addition to that, it does not refer to the installation
details or even the story behind the artworks. Rather, the passage contains
information about the process regarding architectural design, the elements of

design and further details related to the usage of space.

In 1949, Arkitekt published the images and plansof Ankar a B¢y {&andsi ne ma
Theatre). The article was written by its ar
the article, a brief reference to the artworks within the building. Turgut Zaim and
Nurettin Erge¢ven wop KierdtSadabgy dldblosid  lomc & thed i n
t he f oykeal aayned Oy n ay a (GBS plagirg IArgatolirefak dance)

situated above the stage (Figure 47, Figure 48). Mort ak <cl ari fies the

%92 Dikmen, H. (1964). ¥ n s © Akademino 1. p 3

303 Except from the memorial issue made for Emin Onat. It consist of the construction of

Anéet kabir in which a short statement is observed
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behind this attempt, which is serving the spatial approach he wants to express.***
Aside from this brief reference, there is nothing else refers the artworks; he did
not mention whether they were the product of a collaborative initiative or not; nor

how he decided to include these particular pieces of arts into his structure.

Throughout the years following this article, there were only a few instances of
such examples and they hardly mentioned the artworks included within the scope
of the projects. Arkitekti ncl uded an arti cl emenb luildindy
designed by Emin Necip Uzman, which included a stained glass panel at the
entrance hall by Mazhar Resmor. There is only one image of the artwork included
in the article and one sentence that refers to the artist by name and the work of

e Sadeéekl ar

art.*® (Figure 49) Likewise, Arkitektc over s Anét kabir, Atat¢rkds mau

of its issues and writes about the general concept and form of the design, which
includes references from the ancient past. However, it does not touch upon the
sculptures and reliefs.>® An é t kapgears to be the very first project that
incorporates a significant amount of artwork in a public space that was sponsored
by the state. A comparable example is the Turkish Grand National Assembly
building. Although not suggesting a collaborative attempt or plastic synthesis took
place, but it is significant that the artworks that would be placed in the Turkish
National Assembly were mentioned in the 1955 in Arkitekt (Figure 50). A wide
range of artworks would be place inside the building. The selection process of the
artworks is described in this particular article. The creators of the successful
Vil ayet collacion wduld beecommissioned to do the murals and frescos
in the building.®®” Similarly, in an article about the

published in Arkitekt volume 287, t he only reference to

Y Mor t a(k949MB ¢ vy ¢ k  SAnkaeamfakitekt no 205-206, 3-13. p 13
%% Uzman, E.N. (1951) . Sadé k| a Arkitakpre 233-284-835-236, 94-97. p 97

%% Onat E.; Arda , O. (1955) ANIT-KABIR . Arkitekt no 280, pp 51-93.

Arkitekt . (1955). TBMM Yeni Bi naséna Konacak

M¢ s a b a Rrkitekéno 280, 80-82. p 82.
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name along with her work.*® On the other hand, polychromy reveals as an
additional subject regarding this issue. However, on the topic of polychromy,
which was defined as a current trend of the time, it was cited that this building is

the first example of this.>*

In 1960, the Arkitekt elaborates on Konak Sinemadesi gned by R¢knetti

Unlike the previous articles, it focuses on the artwork. The writer mentions the
effect and t he contribution of Sadi
visualization.*'® This review repeats the debates on the functional sides of artwork
when integrated into spaces as a design element. A reference signifies the
aspiration towards the integration of the arts into architecture and it directly
dSll

addresses the clients in establishing this appropriate groun
52).

(Figure 51, Figure

An article on the UNESCO Building in Paris was published in Arkitekt in 1953.
The brief reference to the design also includes a note on the plastic artworks that
would be placed in several locations within the building.3*? In 1958, the Arkitekt
again reviewed the UNESCO building project in a more detail. In comparison to
the other articles on architecture projects that included artworks, in this particular
article the art works were highlighted throughout the article by marking their

locations on the site plan as well as detailing the art commission (Figure 533).

3% Similarly, but in a more remarkable position, in the volume 312 a striking point is

observed which is the writingoft he name of the artist with

the text. Despite this, there is not any information on or any images of the work. Similar

t

¢ al

he

r

él

al

with this exampl e, in 1971 volume 341, Ar ki tekt

Kredi Bank and puts the ceramic panel information in the title.

309Dojancé P; Erol , A.; Giritliojlu, S.; ¥zedey,

Kadéek®°y kube v eArkiekinm28n 51Eb.p &ls é .
Geney, R. (1960) Arkitkkono29d8,493. p&mas é .
1 bid.. P 5

312 Arkitekt (1953). UNESCOO6nun Par i s Arkitektno -4, 4B42.pdk 6 .
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Even the production process of the artworks was covered in detail: Picasso using
wooden panels for his work of art; Joan Miro was creating his ceramic piece with
Artigas at his studio; Henry Moore would execute his work in situ; and Calder was
preparing the metal components for his sculpture in America at that time. The
article claims that this initiative would qualify the building as the synthesis of the
arts and architecture.®'® This expression is very clear and potent when compared
with the statements in the previous cited articles. So it is important to emphasize
here that this building could be considered as a noteworthy piece of collaboration.
Consequently, this position could possibly play a role in the sharing of information
considering collaborative works. In fact, the same project is covered in
LOArchit ect urtlee sdn@ yearj(Figure 5,d-igwe 55, Figure 56).

Likewise, in the volume 299 of Arkitekt, the NATO Paris Headquarters was

covered in detail. NA€Of Brsaseae,dikwmiMohe adrkityl e d
covered the mosaic work by Turkish artist Bedr
shows the opening ceremony of the mosaic in April 21, 1960 and some of the

stages of the installation process of the artwork.*'* The second part of the article

is comprised of the drawings of the NATO building and some images of the

interior. Bedr i Rahmi 6s work is situated at the
the whole story of the artwork from the decision phase to the installation

process®™ (Figure 57)

A similar example is the Turkish Pavilion at the Brussels 1958 expo. Arkitekt
published, in its volume 287, the drawings and the model of the pavilion, and
referred to KI harni Kranhammi6 sEvyainpdo jHBeudd s *wor ks in ju

However, in the next issue, it presented some additional details regarding the

313 Arkitekt. (1958) . UNE S CO D aArkitekt n®293) 578-£73. P 173.

34 Arkitekt. (1960a) . NATO Bi n a sArkitektand 299, 58660. a 58k .

315 Arkitekt. (1960b) . NATO' nun Paris' de Knkarkilekdi hd289n Yeni Mer kez
68-75. p 74
MArkitekt. (1957). 1958 ¢Br¢kselAkiteBeoR87e! mi | el Sergi s
63-68. p 63
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artworks. The article described t hese ar
understanding. o0 I n additionamn®sme2hggh i nter p
sculpture is lauded for both its plastic and functional values®’ (Figure 58).

Anot her example is the GraOtde!l Ef)esi nHKtzemi r ( E
contained many artworks. The artworks were given its own separate section: a full

list of the artworks, their type, placement, materials and the names of the artists

were given. The article also reveals that the process for the selection of these

works was a competition.**® However, there is no information about the decision

making process for the placement of the artworks nor about the selection and the

installation process of the artworks.

The Vakko Factory is another significant attempt in terms of including the arts.
Except for listing the names of the artists, the editors put a note, most likely, to
underline the distinctive feature of the building (Figure 59). This note clearly
separates this industrial building from other examples of this type based on the
artistic |level it achieved. Apparentl vy, t hi
choice to allocate a significant amount of space for the artworks in a building
where its main priority is that of efficiency and functionality. Also this statement
exalts this collaborative work as a representative approach for other
industrialists.®*® Overall, this assessment indicates a positive attitude towards
collaborative acts. But more than reflecting the idea of collaboration on this type of
a structure, it implies a new function, which overrides the rational with, relatively,
the subjective one. This statement also resembles the rhetoric going on in the

architecture debates of the time.

Surprisingly, later in the article, the reason of integrating the arts into the
architecture is made clear. The main argument is the contribution to the
environment that will motivate workers and thereby increase their productivity.

The installation of artworks both inside and outside spaces was researched so

Arkitekt. (1957). Mil |Akitdkteno 283 pHlE. & Bruxel |l es Ser

318

Bonatz P.; Uran F. ( A&i®&Kno318,5B13. POk Efes Otel.

%9 BaysalH. (1970).Vak ko Turisti k eli ki e «Aakitgktnw 840,k onf ek s i
159-166. p 160.
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that there would be a unity with the architecture.® In line with this, during the late
1960s and in the 1970s, more detailed information began to be provided in the
articles on the newly constructed buildings. In an article on the project of ¥ z e |
Il dare ve KI G e ntleel writéVl statds ihis disBgpoingmer@ about not
being able to share the photo of the ceramic work inside the building, which
illustrates the desire of including the arts as part of the description of a

structure.®*

In the volume 365 of Arkitekt, circa 1977, there appears to be a peak in the
amount of coverage of artworks, which is well illustrated in the article on the
Intercontinental Hotel. It focuses solely on the presentation of the artworks and
goes into detail about the selection process of the art pieces. The article claims
that the artworks brought an artistic sense to the building®? (Figure 60). In his
essay, T aldi thekdirgutor oflthe construction 10 parallel to the Vakko
Factoryo6s, defines the effort as a coll aborati
collaborative acts. More significantly, the essay explores the opportunities in
Turkey, which means citing the current standing of the artists. The essay also
calls for legislation with respect to the integration of artworks into everyday life as

well as delving into topics from urbanism to the social security of the artists.?*

The other journal to touch upon in this topic, Mi ma rin ité 5" volume in 1965,
published articles covering many projects that are important specimens in the
sense of the inclusion of the arts such as t|
Complex of Retail Shops and the Grand Efes Hotel. However, articles written by
architects do not make mention of the artwork in relation to the buildings. When
looking at the date, these buildings were under construction, which may account

for the architects6 | ack of attention to the artworks tha

320 Baysal H. (1970). p 160-161

%L Arkitekt. (1973).Kst anbul ¥zel Kdar e Arldtekid 35@G 61766.1 Mecl i si Bi I
p 63

%22 Arkitekt. (1977).1 nt erconti nent al HoAretdktno 365, p4 Sanat Yapétlare.

Ko pr ¢11877).Bli.n&l ar @émézda Sanat - Arkitektnd a6h,&7.&n Ol anakl ar .
5-6
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completion of construction. Because, in contrast, this same volume covers an
Istanbul municipality project, in which the images of the artworks of the building

were included (Figure 61).

I n vol ume 25, the journal published Cengi z
British Embassy Primary School. Bedlly ak t el
stages of the design process where he secured a wall for solely artistic purposes.

He emphasizes the increased value of the structure as a result of this artwork.***
Another architecture project, tankaya Komt a
was covered in Mi mad@d4 ekol ume 54 in 1968. However, i
of the artists and their artworks were briefly mentioned.

A different approach is seen in the coverage of the Lisbon Turkish Embassy
Building. The article not only lists the names of the artists and their works of art
but also comments on the aim of the architects, which was stated to be the

inclusion of artworks.®®

Apart from these articles, which describe the current projects of the day, it is
interesting to note that the articles, in both Arkitekt and Mi ma r didénét display
any views on the integration of art and architecture although they were potential
platforms for these subjects, especially when discussing architecture. The
architecture publication printed in 1970 and 1973 did not open up the topic of
collaboration, which means they ignored this topic despite evaluating the process

and the course of contemporary architecture in Turkey.**® In addition, there are

Bektak, C. (1965B¢yelkkialriajoid aB &m-gévi imadd, ekl knok w215
33-34. p34

Kahinler, O.; kensoy, H.;T¢rkmenMivhatl@k5)N.0o Liz
137, 21-23. p 21.

Ke-ckerman, ¥. (1970). 197Midmar ITEIBKNGS a MBrtedr:, K-
B. (1970.) 19706t eMiTpa k|l Skdhdal.e 76 eHzeerk,e | T . (1970).
Té¢rk SanatMe:maRd £ik48-49. 76el mabakar , J. 4qrnatre:) . 19
Seramik. Mi ma r 44 4180 TBektak, C. et Mamhr| ¢B®50O) 86evap

I—‘('Dl

I
¥zer, B. (197 ) 1971 Te¢rkiyeds imadé 8dR3ezent i8I0 San:
T.(1971). Top | ums al A- édan .NVRilmasrli &IB7S8ayan &.bGetalt. (1973).
Mi mar | é] éméz -9DoMiymeasrél éko9¥n2 .1 12l d e m, S. H. (1973).
Cumhurivyet Wi mar |l @K € .B-b1.12AI1 sa-, . (1973) . Ter
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another series of articles connected to contemporary architecture and art in

Mi ma rwhiehk could be used in terms of raising awareness of the idea of

collaboration between the arts and architecture. One of article edited by Filiz

Kantojlu touches wupon early twentieth century &
Crafts, Wer kbund, De Stijl and Baahdas. She di
Dizaynd Cdntemporary Design) the uniting and common concepts that had

significant influences over all the arts.®*’ Si mi | ar to Kantojlu, B¢l ent
several article series throughout 1967 and 1968. For instance, in his article

enti Kfededc¢exki t!|l il i7]i Y°n¢nde(@n Quaryied @k Mi mar i ye
Contemporary Architecture in Terms of Diversity of Expressions), he starts off

with contemporary art and abstract painting. He then continues to discuss the

diversity of expressions in contemporary architecture that references

contemporary art. In fact, he confirmed that these articles are a tool for

enlightening Turkish architects and introducing them to these notions.**® Similarly

¥zer, i n MiPd aatritk clSeanat | ar daCdntempocirg K Ejilimle
Tendencies in Plastic Arts), examines plastic arts on a wide scale that starts with

plastic arts and continues with Renaissance, Baroque, Modern Art, abstraction

and pop art.**® Correspondingly, he covers Bauhaus extensively in Mi ma.rin & k

this article, he mentions the integration of the arts and their unity.**° These sorts

of articles might be said to inspire the architects to think conceptually about the

juxtapositions and intertwined relations between architecture and the arts.

To sum up, aside from the articles that addressed the collaborative issue directly,
it is seen that Arkitekt shows an interest towards the integration of the arts
primarily during the late 1960s and 1970s. Indeed, there was deep coverage of

D¢kegncesinin Cumhur i yeMi nbernleénki 12akee Kl2 SEAOTA). mi
T¢rkiyednin Sosyal Ek &0 Mimmai | g e5-5BlomagBek 1923

¥'Kantojlu, F. (196Wi)martlagkelsbeo Dlilzayn.

yzer, B. (1967). Ifade ¢exitliliNiimaringk dreed 41a] dack
13-22. p 13
¥yzer, B. (1967). Plasti kMSmanat é&d¥*4da B8@jdak Ejilimle

Wyzer, B. (1968) .MiBmairhlagjisA-24.oz e55 ne.
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the Vakko Factory, the Intercontinental Hotel, the Brussels Pavilion, the Grand
Efes Hotel, and the UNESCO and NATO buildings. Except for these instances,
articles barely touched upon the works of art, the artists, nor was there any
discussion on the integration process. Mi ma roh #h& other hand, shared very
little information about p r odjte foduss dn thé
other elements of design, such as the process of the project, design approaches
and organization of functions. The other journals also did not cover these sorts of
projects that included artworks. Therefore, those journals are excluded from the
discussion related to architecture projects. However, the journals did include
several articles on various art subjects not necessarily connected to the concept
of collaboration. What emerges is an indirect manifestation of the integration of
the arts into the architectural sphere, which, could affect and enrich the

audiencesd6 understanding

This examination of these journals illustrates the priority or the degree of interest
in terms in integrating the arts both into the intellectual and professional
architectural sphere.. These mediums provided Turkish architects a platform
where they could make their voices heard. Thus, it was important to review these
publications in order to understand their opinion on the arts and whether were
advocating or ignoring the topic. Researching these various perspectives will help
understand the penetration of the arts into architecture, especially the
architectural process. This inquiry is a significant in understanding the
atmosphere in which the alliance between the arts and architecture appeared and
was nurtured. But much more than that, this analysis of architectural journals
provides an opportunity to understand how the unity of arts and architecture is

perceived from the point of view of architecture.

3.2.3. Debates on &ollaboration6

The incorporation of the arts into the architectural journals gives only a general
outline on the dialogue between architecture and the arts. A more detailed
analysis requires a deep inquiry of the narratives generated about their
relationship in the wider context of professional discussions. The main intention is
to explore the discourses that made a unity possible. The articles in publications

will posit the contours of this discussion as there were not many activities on the
104
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subject or organizations interested. So, giving credence to these written sources,
the aim will be to reveal what was at the core of these debates; what were
promoted as the main reasons for a possible collaboration; what were the stance
of several prominent art and architecture figures towards a collective act; how this
approach was placed into the contemporary architecture and art realms; where
this association was recognized or what it correlated with; and what was the
course of action. In this respect, alongside with architecture periodicals, art
journals and newspaper articles also contributed to the examination of suitable
instruments®*. Hence in the case of Turkey, the gathering of these ideas is an
important element that constitutes the discursive structure of this issue.

Mutuality of Collaboration

The emphasis on the existence of a mutual relationship between the arts and

architecture is one of the points that come to the forefront in the discussions on

coll aboration issue. The first article was writ
forthe artjournal} | k ¢ Ey ¢poj | u, because of his statements
the prominent figures in terms of the issue of collaboration between the arts and
architecture. Presenting Hiap él ate®BRidisgvonr K under
and Painting) Bydm underlines the details of the pro
panel, titl ed fhkelCarjguwest of Beathh at the Lido Swimming Pool

(Figure 62, Figure 63). He begins his article by focusing on the struggle with new

materials and an extremely new terrain, architectural elements. In addition,

Ey¢pojlu mentions the reciprocal influence betw
mutual effect in their collaboration is asserted, which also differentiates the

between the installation of a painting from a gallery from one specially designed

for a structure. Beyond forming a difference in an architectural context, by means

of collaboration, a painting could be surrounded wholly by light and structure.?*

This endeavor sounds like a total unity where painting will complete the design as

a basic element and create a plastic vision. In addition to the contribution of the

%1 See Appendix A, Table 4.

¥¥Eyepojlu, B. R. (1943, 'l k¢TelBrp®8® ). Yapé ve Resi m.
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painting to architecture, architecture will reciprocally accent the positioning and

perception of the painting.

Hal uk Toguwumeérst sarare evocative of Bedr i Rahnm

mut ual ef fect bet ween the ar Mimari senHetykedor c hi t ec

(Architecture and Sculpture), written in 1956, he touches upon the issue of
common benefits and complementing each other. Togay asserted in this article
that sculpture had regained significance within modern architecture. By means of
this collaboration, he said, the two disciplines had reached the true point where

they are meant to be.**

The same year, Bedri Rahmi Ey ¢ poJ |l u wrote d4n Kaptraue!|l e t it

Siblings) that presents painting, sculpture, decoration and architecture as sister
arts. Beyond reciprocal benefits, the author offers a broad spectrum on the issue.
By including the arts as an essential element of architectural design, in Bedri
Rahmi 6s Vi ew, it wi | | provide a sui

sustainability. He also makes an analogy for architecture, which is referred to as
fsandukad an(empty coffin). He rigorously criticizes the architecture that does not
take into account the arts by saying these structures devoid of art are empty and
meaningless.** This spatial concern will ensure the permanence of the artworks

when complemented by the surrounding by architecture.

~

tabl e €

Similarly Ksmai l Hakké MOmgar 6sSaanéhiat & va De k

(Architectural Surfaces and Decoration) refers to this issue of the inclusion of
artworks in architecture during the Ottoman and Seljuk periods. Oygar claims that
the manner of collaboration enriches both the arts and architecture.®* He gives
the example of the collaboration of artist Roger Bezombes and architect Niemans

in France to support his argument. His statement on elevating the disciplines

333 Togay, H. (1956). Mimari ve Heykel. Esino 9

¥Ey¢pojlu, B. R. (1956, February CuBHuriyetPpaz art esi

3.

¥oygar, K. H. (1963). Mi mArkitakt nG311, 60F61L.p 80 Vv e
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resembl es Bedr i Ra h mi 0es aslinkabetwesre anchitectute a t establ i s

and its role in the development of Turkish painting.

Or han kahinler 6s t ake on t he reciprocal rel at
architecture is that it is an important part of the design process. He believes it
underpins architecture by means of composition and order.®® The notion of
teamwork is also stressed by B¢lent ¥zer i n th
L9970t e T¢r k S@urkish Art,in thid 29y 0s,e&¢ulpture). He defines the
role of sculptors as an indispensable component of the design process that
supports not only in terms of material choices but also in terms of issues of

form .3’

Articles written in the following years have more of a retrospective view, which is a
reconsideration of the collaborative acts and their achievements. For instance in
1976, Fethi Arda offers a critical view of architects and artists, and mentions the

necessity of a unity with the plastic arts. He says:

The architectural revolution of our century not only altered the form and the
content of the plastic arts but at the same time, it has changed the effects on
each other, which made it a more influential component of life in comparison to
previous centuries. 338

This argument has an important point of view, which draws attention to the

position and the significance of the collaboration approach. Regarding this

interpretation, Arda quotes from Legerds statem
¥Kkahinler, O. (1965). Mimari BMi-mar IveRl®2nva®7 ! zerine
p21

¥'yzer, B. (1970). 1970vtmmarT £rBR-41SpB& Ht €é: Hevyke

338ﬁYg,zyéIéméz sanaténa ait yapé devri mmeklppl asti k sana

yeti nmemi kK, ayné zamanda birbirlerine etkilerini de
yakamén daha et kild] birer par-asé ol muktur. o Arda, F
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mott o: AEven i f we dhouldliketthe arthditehasshamgeddr i t, we

come with the tht*hgs it brings to us.?o

These ideas depict collaboration between the arts and architecture as a fruitful
partnership that benefits of both disciplines. But it is equally important to define
these benefits in more detail. The functional aspect, the issue of permanency and
reconstituted relation with the public become issues that need to be addressed.

Functionality of Art

From the view of architecture, collaboration with the arts opens up the topic of
function, which is covered in more detail in the previous Chapter. This perspective
defines the integration of artworks as a necessity and promotes the idea of pre-
approval of the artwork as a component of design.

Architect Orhan kahinler, who worked with a
the contribution of artwork as a functional and inseparable piece of the design. In
t he arMiincd rei iBi -im ve ¢ e valeed Thoamghts ion e D¢ K ¢
Architectural Form and Environment) written in 1965, he concentrates on the
relationship between architecture and sculpture. Mainly, he emphasizes the
mission of the architect in terms of constructing the living environment. He claims
the existence of a connection between the architectural culture and plastic arts.
The significance of his statement is that in terms of harmony and organization, the
architect will benefit from the plastic art sculpture and should have some basic
knowledge about it3*°. Hi s thoughts are parallel to L
how architecture can benefit from the contribution of plastic arts in space and

1

attaining an aesthetic value®*** and also the discussions at CIAM 7 Bergamo

2

meeting on the decorative function of artworks in space,®? which all accept

*¥fhdejiken sanaté ya da getirdikl eriseivineelbiiyrilziokt e

Arda, F. (1976). pp 51-52
Kkahinler, O. (1965). p 21

%1 e Corbusier, (2000). Ineffable Space. In J, Ockman, Architecture Culture 1943-1968.
New York: Colombia Books of Architecture/Rizzoli. p 66; see also, Le Corbusier,(1958).
Modular 2. London: Faber and Faber. pp. 25-26

342 Ungers, O.M. and Ungers, L. (1979). CIAM 7 Bergamo 1949 Documents. Nendeln:
Kraus Reprint.
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aesthetic value as having a function. In this respect, the collaborative approach,
which assigns a functional value to artworks, implies the necessity of working

together from the very beginning.

~

Nurullah Berk shares kahinler 6s i dea of designing Sspac:é¢

sculpture. Berk also goes one step further and describes the details of this unity in
his speech made in the opening of the 78" academic year of the Academy. He felt
the architect should consider color, relief, and decoration throughout their design

processes and recognize their contribution. Pai

l ead and prepare the colors befitting

should arrange their work in accordance with the spatial characteristics of the
buildings in which their works wild/
where every discipline acts as a part of a whole.*** His point of view also supports

a commencing of work in concert.

the spac

be placed.

Similarly, architect Abdurrahman Hanceé, who produced many

with artists, claims that art is one of the necessary components in the overall

design by providing a functional value.®**

Jal e Yél mabakar broaches t he i s sfiP&lerdef
T¢r k  San atoeTufkish ént i the kK970s, Ceramics). In this article, she
states that the enhancement of ceramics is created when displayed in an
appropriate space. Yél mabakar suggest
functional structural element, not just merely decorative. She claims that modern

ceramics found its place in the form of panel design.**

Fethi Arda mentions the functional value of artwork in architecture together with a
critical view on modern architecture, which was also one of the primary issues

addressed at previous CIAMs. The focus was on the deficiencies and needs of

WBerk, N. (1959) .ArkBktm@a296, p¥1€n Eki t | i ] i

*Hanceée, A. (2008). p 34.
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modern architecture, which puts forward a new understanding in terms of
function. | Mi ntaird é& s svaey PA @Arshitectire aBch Plastic| a r
Artslasserted that #Arelying on this kind of a
of ar c h *Aeda teepgnized dhis integration as responding to an essential

need of architecture, which also serves a function. Based on this statement, it can

be said that the plain surfaces of modern architecture legitimizes the act of

collaboration.

Fethi Arda talks about the integration as a necessity along with other elements of
design. He believes there is a benefit from constructive and integrative role of the
plastic arts.**’ He also draws attention to the essential effect of a priori work
between artists and architects. Besides discussing function, he questions the
education system of architects that gives priority to the basic architectural
functions rather than aesthetic concerns. In that respect, he argues, the architects
do not encourage artworks or perceive them as required elements since usually

financial issues dictate direction of a project.>*®

In another article, Fethi Arda defines the new borders in architecture at the
Ravenna mosaics exhibition. He clearly disputes the architectural definition of
function, which solely encompasses efficient and rational methods. He suggests
there must be a humanist and organic understanding in the design.**° Arda claims
that, with the industrial revolution and technological developments, architecture
focused more on utility than aesthetics.** In a sense, he defines that era as when

the arts and architecture became divided. His challenges the predominant

Hve bu tip iklevsel bir kuarala bel bajlamasé r
(1976). p 53.
%7 Arda, F. (1976). p 54

%8 Arda, F. (1976). p 53

¥ Arda,F.(1972). Mozai k Sanatée Vap®avenkmaMoKurl &t ier Ha
B¢ | tmm0, 21-23. p 23

%0 Arda, F. (1976). p 52
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understanding of function in architecture and points out another function, i.e.

humanist concerns. Additionally, Fethi Arda quotes Leger, where Leger claims

t hat color is an essenti al part of peopl eds | i
respect.®®
On the topic of humanistic values, an articlein Y e n i Ktates thenway towards

a social utility when it explains the formation of this consensus between arts and
architecture. A painting hung on the wall could symbolize, in this view, an
opposition to nature whereas the natural condition could be defined through an
alliance of the wall and painting&%Botwhich woul d
disciplines work for social utility; they could shed their individuality if a balanced

relationship is formed.*?

Inthe 1940s, as previously mentioned, the Acade
because lack of support for collaboration. However, in 1959, when looking at

Nurull ah Berkds opening speech, it is observed
viewpoint on that issue. The notion of humanism began to pop up in the debates

on collaborative acts. In his opening speech in 1959, Nurullah Berk focused on

the theme of Athe equality of arts.d According
At at ¢rk revol ut i o nen,of upiting plastic arts aind evoling inp r o b

the sense of the West erhHe[ aaplpsroo aicnp Itioe st hfiet hies seuget
of artso as the man%° fThesstatanent could ke finterpreteda ni s m.

that this idea of humanism could be contribute to the creation of humanistic

spaces as well as serve soci al utility. To il lu

%1 Leger, F. (1970). p 37

®2yeni Knsan. (1963)enbaiatbpap3n®@2dl eki mi

%3 |pid. p 22
®fiBat el &lkaetnia, hhaerlee atat¢rk devri mi, plastik sanatl a
anl aménda gel i kmesi problemini ortaya koyuyordu. o Be

%5 Berk, N. (1959). p 114
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new attitude in creating a | i videnpcraBchvi r onm
attitude, o which is key to £%0orespbnginglyg peopl
Erc¢men Kal mék nottédsast nk hBan atSwdhesis Bfi r | eki m
Plastic Arts) that, through this collaboration, an atmosphere that satisfies the
needs of the people will be created.®*’ This idea emphasizes the demands of the
people within space; the ones that appeal to their emotional needs and the

labeling of the issue as a problem of function.

The statements about creating a pleasant atmosphere for people through
collaboration, and the assertions that the need for collaboration stemming from
the concerns of the current architectural realm, and that this collaboration will find
its position though the form of a function, highlight the fact that architecture needs
to view harmony as a new function to a structure. This functional aspect of the
artworks seems to be an outgrowth of the criticisms in modern architecture, which
will be addressed in more detail in another section. This integration, regarded as a
new aspect in the design approach that was expectedto fulfll p e opl eds essent
needs in a humanist senses and social utility, which bring out the issue of

publicity.
For Publicity
Apart from the notion of providing a functional value, the approach of integrating

artworks in a structure would put the artworks on display in front of the public eye,

which would ensure publicness in terms of both artistic and architectural aspects.

¥Kahinl er, POL As(oftleth@anism issue, the French journalL 6 Ar chi t ect ur e
d d Auj o wpenred & discussion in its volume 119, questioning whether the year 1965

would be the year of revolution or not in terms of architecture and urbanism. In that

respect, architects answer some particular questions. The journal Mima r Ipublishes the

translation of this discussion. On the issue of architecture education, architects Rechter

and Zarhy summarize the characteristic that it should encompass the knowledge related

with humanistic issues. Later, they underpin their assessme nt wi t h one of Le Co
decl arations: AArchitecture is not(Mi marolféek shiom
mesl ek dejil, f a k a t RedhterranddZarly {1986 Rebhtet andl Zarhy )

(1966) . Mi marl ek ver &esir AMil Mg lad BSBrmdnd &,r &. t

357

Kal meéek, E. (1956) . p 4
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kadi cal ek, i n one of h i ssculpturetarehitecture ws

synthesis, says that this approach is connected to the needs of the people, which
lead to the integration of the arts into their living space.®*® In his view, by being an
integral part of architecture, painting no longer requires a canvas and sculpture is
no longer just a self-contained object.**® He describes the collaborative acts as
being derived from the current condition of human needs, which is in line with the
debates that took part at CIAM meetings at this time. His thoughts on the needs of
people imply there is a new function to be attributed to the new demands in
architecture.

Painter Erc¢gment Kal mék also addresses

to this subject. His perspective defines this attempt as a step towards elevating
the art culture/aesthetic taste of society. In the es s a Mimafide Resmin Yerio

on

hi

(The Place of Painting in Architecture), Kal mék si mply addresses

making it easy to display artwork everywhere if the main goal is to raise the
aesthetic taste of society.** This point puts forward the idea to integrate art works
into public sphere where regular everyday people as they go about their daily

routine could randomly encounter works of art. In that respect it can be said that

the artworks were thought to be sine qua non o f daily 1Iife. hi
artwork needs to live its natural life before entering into the museum which is the

t omb of a A" Hearguewtmakpaidting hence becomes more productive

when it is in harmony with architecture.®®* 1 n  hi s a n o Plastk Sanatlart i e
Bi r | @& syfthessis of Plastic Arts) printed in the art journal Esi, Erc¢ment
Kal mék contempl at es on t he rel ationshi
¥eal 6k, S. (-Hegkdl8) maRésiSent Eszno2.! zeri ne.

¥9¢al 6k, Spuntilel956) .

Kal mek, E. (1944). Wiimarli s oREséni n Yer i
®'isanat eseri mezar é& ol an m¢gzeye girmeden evvel

Kal mék, E. (1944). p 9.
362

Kal meéek, E. (1944). p 2.
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believes the bringing together of society and the arts is the mission of
architecture, and advocates the placing of art into the public sphere through
architecture. Kalmék states that at®*®this po
via coll aboration. I'n his words: Aln order
sculptor and an architect are needed who have conceived science and techniques

at the same level ad® the issues of plastics.

The subject is also broached in Fethi Ar da
statements. Leger advocates a balanced version of this functional vision. Without

relinquishing professional preferences, he offers a relationship with each other by

taking into consideration humanity. **°> In another article, Fethi Arda similarly

pondered on the notion of interpenetrating into daily life. His comments

underscore a divergence from society and the new route that art scene chose for

an adaptation to new life conditions. He suggests that painting and sculpture will

pursue a unity with architecture in order to integrate into everyday life. The plain

surfaces of contemporary architecture, for him, presented suitable locations for

artwor ks, and architecture approaches this
arising from its structure.*® Fethi Arda juxtaposes this attempt of the integration of

artworks with the needs of architecture.

A similar t one i s seen i n H¢ sReg/s inm BHdladh@isd ae s s ay
Painting). Baban mentions a panel discussion held by the Chamber of Architects.
His focus is on the stance of architecture on the dialogue between paintings and

society. He clearly demonstrates the mission of architecture is as the link between

363

Kal meéek, E. (1956) . PEsa®il,p& Sanatl ar Birl exki mi.
®HBoyle bir iki bakar ablidujeuk gii-biin ipllians tviek tmeeksneilje
derecede kavramék ressam heykeltrak ve mimara ih

%5 | eger, F. (1970). p 36
¥Arda, F. (1976). MimBayekhkder!l pk aKKo-BrpEaabat §asi
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the art of painting and society. He | i kewise dr

the treatment of architectural elements as art objects.**’

He makes architecture as being responsible for the issue. The main reason for a
distancing from the arts is said to be due to the fact of being unfamiliar with works
of art. Unless this issue is recognized, it would be unfair to expect to stir an
interest within society if they could not find the opportunity to see artwork while
going about their ordinary life.*®® Based on this argument, it is obvious that the
main actor is considered to be the architect to form a tie between the arts and
society. Since the main concern is the familiarization with the arts, it could only be
solved by an integration of the arts into daily life. The mind-set of the architect
gains importance in this circumstance, where the role of the architect is defined as
providing a solution for this condition.

For Permanency

The manner of reciprocal achievements mentioned above & such as being a

structural element in the design, being an integral part of the creation process in

terms of architecture, and intensifying the relations with the public T & brings out

another different issue, which is the subject of permanency. Bedri Rahmi

Eyé¢pojlu wrote an aMazaillke H aikbblgwEEoptni t | ed A
which he mentions the contribution of architecture to painting in terms of

permanency. He presents the collaboration of the arts and architecture as

becoming increasingly widespread in America and Europe in recent years. He

points to the issue of permanency while he tries to express the value that the

painting adds as a result of this cooperation. He sees architecture as giving to

paintng fit he best |light, the | ongest | ife and the
the opportunity of integrating painting into |
help of architecture, the art of painting will live a nomadic life.**® Again in 1965,

%7 Baban, H. (1968). p 67
368
Baban, H. (1968). p 67, 72
¥Ey¢pojlu, B.R. (1952, MaOumhbriyet.$3.. Mozai k Hakkénda.
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Ey¢poijnl uhi sRast nc EZan @dPaintingeCrak and Poet) mentions
the link between the arts and architecture, where he emphasizes the statements

fitaking root in citieso®™and fAavoiding a nom:

In talking about the permanency issue, Ragon similarly says that painting and
sculpture were not made for museums, as Bedri Rahmi stated in his interview in
1967. In addition, he touches upon the importance of the coherence adherence to
time schedules regarding the mural and the building where it is to be applied. He
thinks that the artwork and the building should be formed concurrently, which
means that they have to take place during the same time period.*"* In this respect,
his statements could be thought to encourage a working together from the
beginning. He also emphasizes that sculptors should follow scientific
developments and should discover new materials, which would make them one of
the dynamic actors in the creation of modern cities.*” In that respect, when
looking at the examples from the mid-century, it is seen that the introduction of
new materials and developments in the industrial arena inevitably inspires this

approach, which will be discussed later in detail.

Similar t o ¢ =,aa kriicke writeénay Andre Bldc, published in the
journal Akademi, mentions Le Corbusierés Athe synth
fFranséz Mimarl ejé Kendi Kendini, Takbiteci Y
Bloc asserts that artists should not limit their works but expand their borders. For

him, the most efficient contribution to architecture can be made by those artists

Ey¢pojlu, B.R. (1956, December 10) Pazartesi
Cumbhuriyet, p 3.

"1 Ragon, M. (1957). p 138
2 |bid. p 138
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who will bring about an intense collaboration between artists and architects.*”

Bl oc believes that At teins iamalgli anteadr ditnitd d

These arguments define a path, especially for the case of painting, which is
mainly moving out of canvas and re-identifying or reshaping the borders of
painting. Based on this proposal, in order for the arts to achieve its goal of
expansion there must be collaboration. Under the aegis of architecture, artworks
can attain a fixed position getting out of temporariness. This attempt on a
consensus means allocating a particular space for an artwork and so, designing
the space for it from complete scratch. This, inherently, provides the artwork a
status of being an element of the space, which will be effective in ensuring its

permanency.

The Past / The West

Besides the mutual benefits within the art and architectural fields, the discussions
about collaboration also concentrate on the roots. There seems to be a division
on this matter, which comprises of assertions of a legacy based on the past at the

one end and an imitation of the West on the other.

it ehd so rdlay

Bedr i Ra h mi Eyé¢pojlu in one of his essays c¢ri

its stance on the lack of fostering team spirit. Also, he stresses the newly rising

5

interest of architects in painting,*”> which could be confirmed through the

increased level of interactions between the disciplines at the Academy over the

Bl oc, A. (1964). Franséz Mimarl éjé Kendi
Et mi KrénchrArclfitecture Condemned Oneself to Remain Imitative and Ordinary) .
Akademi no 2, 25-28. p 27

ABu i kbirliji buge¢lnee kialdmirk tyiad .n@ z Bisardcle y A .
was first pea®Gdleriestdes Artsd ni mi 19 6 4 . Akddena pr¢sented thisa |
article the same year, which also shows the arrival of current debates to the audiences in
Turkey.

Kendi ni

(1964) .

WEy¢pof.l IR, B1943, 1. Tekhrkao MNB.pBAaApé ve Resi m.
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following years. In fact, the designer of the Lido Swimming Pool, Halit Femir®"®,
was from the Academy. Eyé¢pojl u hithythd i ght s
luminary figure, Le Corbusier. He claims that Femir had an interest in painting
during this period.>”” Actually, he brings forward the paradigm of an outsider
effect. With regard to this influence, he ascribes this reason for being in the centre
of devel opment s i n t he international arena

architectural scene.

Painter Exkref iy ren touches wupon the archit
articl i martl &kid Eainthg B iArohitecture) published in 1944 in

Mima r | Hiskretrospective view begins with cave pictures and continues with

murals, reliefs, stained-glass works and frescos of different periods. At the end,

he points out the split between the arts ar
position, he claims that the rupture ended and the two disciplines have reunited

once again. He felt that the art of painting and architecture were inseparable and,

with regards to the historical background, the collaboration of painting and

architectur e whsndiktlhees tolwdoerskt *%afn t he humanity

Apart from the statements about t heil Wester
Hakké& Oygar mentions the causes of the <coll
International Prague Contemporary Ceramics Exhibition. After he gives a short

summary about the history of the ceramic art, he draws attention to the interest

towards ceramic panels at the exhibition. The collaborative acts in the design, he

argues, had an important place in Turkish architecture in the past. Based on this
argument , he suggests that the view towards
is fithe conti nuat i 8 mctually, this idsatsetsdartiya differentd i t i on .

37 Halit Femir (1910-1954) graduated from the Academy architecture department. He

wor ked at Le Corbusierds architecture office in
"Eye¢pojlu, B. R. (1943, !l k¢TelBrp®® ). Yapé ve Res

1 v en, E. (1944). MMmmal gpB8k.da Resi m.

379Oygar, K. H. (1963). ¢ajdak Tg¢rk Serami kl eri 1¢
Sergisi. Arkitekt no 310, 12-17. p 13
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relation from Nurullah Berkés previtasusl y

t he uni ty of pl astic arts wi t h At at ¢r kbs

westernization.*®

While Berk cites a unique instance in the art realm, Oygar
draws ties to the past. Berk correlates the unity of the arts with the West, his
assessment is thought to ascribe the movement toward collaboration to be from a

western source. This may raise the question of the foreign effect in terms of

triggering the dialogue bet ween pl astic arts and archi

view stresses the reintegration of artworks, which has already been seen in the

past achievements. Similarly architect

works with artists, shares the same view. He argues that integrating ceramic
panels into the design is a continuity of the tradition of tile works along with a new
interpretation of them in a contemporary space.®®

Eventually, these interpretations show the existence of two distinct critical
approaches towards the issue of collaboration. One side recognizes this initiative
as a trend, which is nothing more than the influence of Western ideas and
practices, or at least a triggering factor in their collective attempts. On the other
side, there is an acceptance of taking credit for the integration of artworks, which
traces back this notion in the historical past. This assertion depicts this attempt as
something more than unidirectional flow and, regarding this, it implies the act of

collaboration as being, essentially, intrinsic to Turkish architects.

Course of Action

Within the general scene of these discussions, a trajectory is presented, which,
essentially, covers all the points that are stated above. Three major steps need to
be taken to start down the road in order to reach collaboration: first taking into
account the role of the architect, meaning the responsibility of the architect; the
feature of the artwork, which is relevant for the artists; and the suggestions for

ensuring an effective collaboration process.

A chief criticism of the handling of the responsibility by the architects was put
forward by Bedr i Ra h mi Eyé¢poj |l u. I n

%0 Berk, N. (1959). p 114

%1 1zgi, U. (1999) p 110
119

menti o

r e

tectur

K



experience of alliance with architecture, he holds Turkish architects responsible

for not entering Kn contemporary architect
works.*®? In addition, he argues that, if the architects were to incorporate paintings

into their designs, Turkish painting would flourish.®*® He believes that architects

from the Academy are the leaders of the debate and could have considerable

effect within the Turkish art scene. Within this context the architects from the

Academy, whom he believes to have a considerable effect in the current art circle

of Turkey, were in the front line of discussion. Citing his statement, Cengiz

B e k t a k-workar, andoDevrim Erbil, a colleague and his student, confirm that

judgment that converges to one particular architect.®® In an interview that

appeared inthe Uusnews paper, he directly accuses Se
lack of support towards the integration of artworks in buildings, especially state
sponsored wor ks. He argues, il f he had acc
literally, these arts would have already taken roots and advanced to an
unpredictaf® e degree. o

I n anot her articl e, forigry, egxanple where xha rgain e s
mentions the role of architects Tunstka col | a
P a st é Magrastic Pastrami), written in 1954, he shares his observations on the

Hague City Hall and the artworks contained therein. Based on his interpretation,
ibenefitting from painting and sculpturebo

structure. What he puts forward from this unity is the notion that the architect is

fian excel |l é&By¢paoesitur 0oi.N0 a 1Y¥B56 | avreffddloeNadkalkl e
Eyspojlu, B. R. (1943, 'l keTol®rpl® ). Yapé ve Res
WEy¢pojlu, B. R. (1943, 'l keTolBrp®® ). Yapé ve Res

%4 See theinterviewswi t h Cengi z Bektak and Devrim Erbil.

¥1inle¢g, C. (1967, August 4). Haftanén Sanat Ol ayl
o, kazara resim, heykel sevseydi; m¢bal ajaséez s?©
k°k sal mék ve tahmiaredemexecej ombhzakad. o

¥EYy¢pojlu, B. R. (1954, June 14). Ramhaiyet,esi Kont

p 2.
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(Local Stone, Local Embroidery), describes how they managed the installation of
the artworks based on t* th aphasehwhénetteseds i nstruct
practices were on trial the articulation of those initial examples emerged with their
pragmatic approaches. They are far from being discursive speeches but rather

practical recipes for the architects and artists of the time.

Similarly Abdurrahman Hancé sees artworks as a
emphasizes the responsibility of the architects on this collective issue. Although,
he thinks that the aspects of the artwork should be determined via a negotiation
between architect and artist,*® he stresses that the exact placement of the
artwork should be determined by the architect, which positions the architect to the
role of guide® This resembles Nurullah Berkds comments
opening ceremony of the Academy, in which he advices the artists to follow the
steps of architects in these collaborative works. Conversely, Fethi Arda
approaches issue from the functional aspect, which comprises of designing the
artworks as elements of structure. For him, to carry out this rule, the main

responsibility belongs to the architect. 3*°

Also, Fethi Arda interprets the rupture between the arts and architecture as
setting the arts free and giving it the chance of advancing in their own way. In his
writing, the prevailing tone is the fact of the constraint in arts because of forcing
them to large scale works. For him, this limitation causes an obvious
consequence, a response, which stimulates a way of working in collaboration with

architecture in a new order.**! In other words, the present mechanism of

¥"Ey¢pojlu, B. R. (1956, December 24). Pazartesi Konu
Cumbhuriyet, p 3.

®Hanceée, A. (2008). p 34

®Hancé, A. (2008). p 31

Hve bu tip i kKlevsel bir kuarala bel bajl amasé mi mar
(1976). p 53.

¥arda, F. (1976). Mi mBraly&hdée | Rlka Kikibls4.9a Detrlgarsi no 4
53
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collaborative act or the attempt to live it in a new order or find out new ways for it,
emerged after a reaction against the enforcements of architecture. It is argued
that this reaction gave birth to the idea of synthesis. However, it is still undefined
in Ardads essay, which period is argued t
borders and the definition of this alleged limitation and losing liberty within the arts
also remain ambiguous. The response to this limitation requires a clearer

expression.

Arda quotes Leger as saying, Awhat architec
392

Thei ndi vi dual it y>™ imths artitle, 4 eger speaksito architects and
declares himself as a painter to be a second class citizen. Leger suggests a
trilogy to be -architeptpasetdeof ofilvabbkr malldsso crit
operandiofthis col |l aborati on where the architect i

with regard to color issues.?**

The architectur al historian David Gebhardo
describing a new functional element have considerable value as well. As
aforementioned in the previous part on publications, Gebhard discusses the unity
of painting and architecture in the 20™ century in one of his articles in the first
issue of Mi mar | é k . Meestar& aut avith the conceptual unity in Cubism,
Futurism, etc. and how painting and architecture shared common concepts, such
as simultaneity, in their own works.*** He continues to comment on the postwar
years when he interprets contemporary painting as becoming three-dimensional.
He emphasizes the relationship of painting with the surface and the space that
surrounds it. Particularly, his main point reveals as cultivation and formation of
painting within space by being an integral part of it. His argument runs as follows:

AToday, we can r egar d etistheng o aathér thevdneloseel t he pi

28 Mi marinin getirdiiji bizi boyutl amaya zorl ar . E

Duvar Mimar Ressam Il. Ed. F.Arda,Yapé ve Kmar Kkl er,30-3Hp32er B¢l t er

393 | eger F. (1970). Duvar Mimar Ressam Il. Ed. F.Arda, Yap é ve Kmar B&llteeni Hab
no 58, 30-37. p 36

Gebhard, D. (1961). Yirminci Y¢zyeéel Resim ve Ye
Mi mar | ek v e 9-83am9a t no 1
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space in which it exists as *aThis argunént |

approaches the issue from the paintingbs

same way since it implies a priori relation, which should be considered at the very

early stages of the design process.

In relation to a priori, Jal e Yél mabackar similar/
carrying out the collaboration at the very early stages of the design. For her, due
to the aesthetic value and the functional side of the ceramic works, the process
should be done together. **° Similarly painter Ali Karsan, on fresco issue, also
highlights the necessity of starting the collaboration together from the very
beginning. | n Faesko (Bresto), bd eenphasizds Ithe dollabBorative
work of artists and architects. As he states, the journal requested an article about
a fresco that Karsan thought to be related to the new viewpoints of the recent art
scene. This deliberate act could be thought as revealing the possible awareness
within the intellectual circle towards the integration of artworks within the
structures. While he explains the installation stages of frescoes in detail, he
stresses the issue of the artist and architect collaboration. In other words, these
details evoke the necessity of working together from the very beginning.’*” To
illustrate this idea, he discusses the Paris Pantheon.. He separately discusses
one of the paintings that cover the interior surfaces of the Pantheon in terms of
the complementing the structure. He believes the distinct feature of this painting is
the artist taking the wall into account.**® The main theme of this article could be
assumed to be a call for a real coherence between the artwork and structure,

arguing that there should be a correlation and awareness for the character of

395 ~

iResmin aséldjeée duvar a, daha dojrusu i-inde
resmin spatial bireleman @ ol ar ak bakabiliyorpl2z-120 Gebhar d,
vyel mabakar, J. (1970). 1®i7mat ke A4mpirdanat é:

%7 Fresco is a painting type which is applied on wet plaster. Karsan explains that the

painting should be made before the slaking of lime. So fresco could stay a long period of
time without any deformation. He underlines that, in that respect, this art is a kind of
painting that merges with the wall. Karsan, A. (1944). Fresk. Arkitekt no 153-154, 218-221,
p 218.

398 Karsan, A. (1944). Fresk. Arkitekt no 153-154, 218-221. p 221
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each otherés work from the very beginning.

of the installation process and the need for precise coordination of the work.

Within the scope of this inquiry, a different viewpoint from the aspect of the artists,
which is equally important, is the emphasis on the formative characteristics of
artworks. Seemingly, abstract art is thought to be the suitable means for an
alliance with architecture. As such, Fethi Arda characterizes this period as the era
of the plastic arts. His argument is that the age encompasses an abstract leaning
and abstract art is the suitable form for wall panels to complement contemporary
architecture.®® Oygar, in his article on the ceramic exhibition, confirms this
opinion. He states the intense focus on abstract art works in this exhibition for
which they were selected by a jury composed of Turkish architects, sculptors, and

painters.*®

Likewise, Nurullah Berk touches upon the same issue in his article published in
Yeni KnHeanspeaks about Legerds works and co
complete modern architecture.*®* He emphasizes some parts of his interview with
Leger. In one of them Leger clearly presents the role of abstract art as a piece of
wall art, as a type of decorative element.*?He says, fiAbstract art w

function if it does “ot unite with architecH

In another article, Nurullah Berk describes the concept of plastics in three

disciplines: architecture, sculpture and painting. Throughout the article, he covers

39 Fethi, A. (1970). Duvar, Mimar, Ressam ve Renk Sorunu. Yapé ve Kmar Kkl eri H

B¢l t enj23-270p 26 6

“Coygar, K. H. (1963). p 13.

“Berk. N. (1963). Fer nenidnsdneogle89.pi8l e Yar ém Saat .
2 1bid. p 9
403ﬁM(,cerret sanat, mi mar i il e birlekmezse, as el 0
(1963).p 9
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the features of abstract art. He explains the g
work of art does not tell a story; it is not interested in the topic; in terms of

technique, the work depends on it%¥Thswn instr ume
definition hints at the abstract approach of artwork that accentuates the

compositional language of an abstract work. This explanation concurs with Turk

Group Espas,*® which made significant statements regarding plasticity, which will

be examined in the following section. In fact, Berk voiced his views on plasticity at

the time when this issue was current in art circles.

The discussions on collaboration also present singular solutions to the best way

to work together. One solution focuses on converging with other art fields in order

to understand their essence and comprehend their creation process. In Arkitekt, in

terms of the process of synthesis, proffers an example that advocates this

concept. Arne Jacobsen, Fernand Leger and KI han
also worked in various branches of art and produced distinctive works.*® In
particul ar, Komandés works with Sadi ¥zi kK are g

tried to create both functional and plastic art pieces.

Hadi Bara, also, holds the same point of view and criticizes the void in terms of
polichromy in architecturBlilmapriacPolcielsr omin Halka
Notlard Ndtes on Architectural Polychromy), he scrutinizes the relationship
between art and architecture. The emphasis is placed on the varying extent of
colouring architecture. In his view, painters should recognize the architectural
logic and architects should have a basic knowledge of plastic arts issues. He also
defines the formula of creating a plastic synthesis, which is genuine teamwork. In

that team, he says, the architect should work with artists of the plastic arts as

““HpPlastik eser hikaye anlatmaz, konu ile ilgisizdir;
bi-ime, -izgiye, renge dayanér . 0 BsrmoRkp3N. (1956) . Pl

WSTsrk Gr up Espas was established neditbeforedgar bef or e t hi
branches of Group Espace founded in France. In the following part, this group will be

treated in more detail. Although this group had not produced concrete examples of

synthesis of arts in a complete manner, it had important contributions to the debates that

were about @ollaborationdof architecture and arts.

% Jaconsen, A.; Leger, F.; Koman, I. (1955). Plastik Sanatlar Sentezi. Arkitekt no 282, p

152.
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she/he works with engineers. *°’ In addition, he stresses the starkness of the
polychoromy with these words: AArchitectur a
is an i nt el* Hesuggestd teamwork las adpossible solution in terms

of collaboration as well as the deficiencies within the architectural field.

Theimportance of being acquainted with each o
the problems and needs in each otherodos fiel
for Bedri Ra h mi Eyé¢poj |l u. Hi s statements pr
with architecture and show the way to manage with ambiguous situations. He
talks about the struggles he faced with in his work on the Lido swimming pool,

409

especially with the architectural elements,”™ and implies collaboration at the very

beginning of the project.

H¢ s ey i n ad®aecdies these ideas by citing prominent figure, Le Corbusier.
His ideas and critics are parallel with the propensity of artists or architects to
explore other fields as wel/l as Hadi Bar ads
t hat Le Cor Istingairging fed him to requesteaintings the blank walls
of his friendséo houses. He descri bes this
architectsd6 excuses for not 41C1Irm<cthemwbridsng art we
architects should be to some degree accomplished in the arts. As previously
mentioned in the education section, in those years there were some
contemplation about the education of architects concerning plastic subjects. In
fact, at the 1965 UIA meeting, one of the subjects was related with plastic
education of architects, which shows the same discussion was occurring in

Turkey and Europe simultaneously.

““Bara, H. (1956). Mi mar i AriBtekind R84, 66%67.pBlak kénda Not |
“CHimi mari polikromi bir zevk iki dejil zihni bir
CEyepojlu, B. R. (1943, !l k¢TelBrp®® ). Yapé ve Res

19 Baban, H. (1968). p 67, 72

126



Erc¢egment Kal mék goes i nt oGradeHsmadcelin Paris,inanot her

order to reveal the unique process on the issue of collaboration. As a substantial
example, Group Espace in Paris is given in a detailed manner. He examines the

main goal of the collaborative works while describing their facilities and practices.

Kal meé Kk, i n hGempEspatcejoc it @l kKist lad ad u Bicopestoetheai ms

group. As he argues, the main goal of the group is to establish close ties among
the differing disciplines and to bring together these specialized groups in a space
for creation. He believes, fiin t hat

e xa

and

coll abor a

instrument but aesthetics-p| asti cs shoul d"' HWeemertidnethet ar get .

technical visits of Group Espace me mber s t o each ot herso

aim of getting to know one another better. In this respect, he also points out the
exhibitions, like the Milan Trinalle, which aspire to promote the works created for

collective purposes. **?

To sum up, throughout the discussions of the collaboration, generally, the
necessity of this act was emphasized. However, the main emphasis was put on
the role of the architects by the critics. It must be kept in mind that most of the
writers covering the issue were artists rather than architects. While there were
many statements on the subject of necessity, the topic of mutuality was also
touched upon. In addition, paintings and sculptures would attain a permanency
and the chance to reach large masses of people. The dialogue between the arts
and society and the concept of bringing them together were emphasized. The
claim was constituted upon the demands of the day, which means the demands of
the people. Therefore, architecture is assumed to play an essential role in solving
this problem. The other notable point in this discussion is as to whether the
concept of collaboration is a continuation of traditional Turkish art and architecture
values, or a movement originating from Western culture. More than this, the
method of this collaboration at the practical stage was urged on, which would
bring the subject one step closer to the manifestation of this idea.

wor ki

0

ng

H. .. bu ikbirlif]i ndmastkisegaye tirhaolnédd évra.soé tKaa, | neéskt,e tE.k (19

Groupe Espace. Esino 6, p 4.

412

Kal mek, E. (1956). p 4.
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CHAPTER 4

THE PRACTICEOF THEG COL L AB OR ABETWHER ARTS AND
ARCHITECTURE IN POSTWAR TURKEY

This chapter will discuss the role of the 6 c ol | a blmetwaen iasnand
architecture in the context of the architectural practices during the postwar period
in Turkey. This chapter will try to answer how and why a different type of dialogue
with the arts was established during the postwar period, which is different from
early modern & as well as postmodern d architectural strains. The architectural
milieu of the period began to reevaluate the definition of modern architecture as a
result of rising criticisms. At this point, constituting a dialogue with the arts seems
to create a legitimate ground in order to overcome the criticized aspects of
modern architectur e . This section wild.l interpret thi
investigating the process within the architectural realm. By approaching the issue
from an architectural view point, this research will discover the reason why and
how modern architecture incorporated the modern arts. In order to do that, this
chapter will examine the applied instances in Turkey to better understand the
contribution of the artistic and architectural climate to the efforts of redefining the
overall scheme of modernism. In these terms, this chapter will analyze the frame
and the characterization of this dialogue by referring to the themes discussed,
specifically, in Chapter 2 and Chapter 3, both of which investigated the discursive
devel opment of t he 01 demddin Turkey, treBpectivlie st er n
Accordingly, this chapter is divided into two sections. The first part will deal mainly
with the design process. Thus, it will investigate the mutual associations between
different actors; and also the dialogue formed between artwork and architecture.
Providing the analyses of this formative process, the second part will focus on the
main intention of architecture to integrate modern art, and trying to find out

possible reasons of this collaborative act by focusing upon particular themes.
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4.1. Designof the6 Col | abor ati ond

The process that results in the 6 c ol | a baf rthe taitsoamd architecture
embodies important components, which should be critically analyzed. This
includes the featuring actors; the modes of collaboration between artists and
architects; and the forms of employing artworks within a structure. Respectively, it
is crucial to conceive how the whole process was carried out; accordingly,
understanding and identifying the means that lead to the crystallization of the idea
of a Hetween theyaéts and architecture.

Starting with the ideal relationship, the so called &ynthesisg this section clarifies
each essential step 8 the modes of @ollaborationdin practice, the multifaceted
network betwe en t he actors and the analysi
architecture.

4.1.1. Towards the Ideal: Kare Metaland T ¢ r k Gr up Espas

The art milieu of the mid 20™ century brought out not only the debates on
collaboration but also some attempts that aspired to solidify this ideal. These
circles aimed to realize the idea of collaboration not just merely discuss it. The
prevailing tone in these collective works is to make the arts an integral part of life.
Those individuals who gathered together with such aims testified the necessity of
a priori approach to the collaborative works. Hence, the objectives and the
ficol | ect i efthese nifativesenteshed with the impulse of the current
art and architecture fields. The most important initiative that formed in Turkey
along these lineswasthe T ¢ r k Gr u @Turkisk @reup Espace). This artistic
association embarked on the idea of total design through a team spirit.
Meanwhile, an extension of this group also emerged simultaneously named Kare
Metal (Square Metal), which was very much related with the discourse and the
practicesof T ¢ r k Gr u.KarEMefalacan even be considered as an area of
the materialization of the ideals of T ¢ r k  Gr u,@lbel papiallg Hence it will
be important to refer to Kare Metal as well in order to understand the ideals and

the approach of the group members on the issue of collaboration.

1 villanueva, C. R. (2010). p 53
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The founders of Kare Metal, K| h a ™ K oknaadg“®’|] & 18ad {'° a¥dz i «
Mazhar S¢l eymangil , had beguorksintl353, putmotd uce t h
under the name of Kare Metalu nt i | 1955, at the opening of
KstanbuTl¢r k TGreu @ branshpokithe, Group Espace earlier formed in

Paris, was founded by Hadi Bara*’, K| h a f'*® akmodnahar &%Rin I®83r & m

and was | at er joined by Sadi ¥zi K. . The
foundation with a manifesto published in 1955. The common ground for both

groups is the metal studio at the Academy, which was founded in 1953. Some

figures are involved in both groups, where this particular studio had a special

position, providing a special atmosphere where many initiatives were formed.

Other triggering factors were influential in the formation of these groups when
observed in a more detail. These might be considered as being parallel to the
artistic approaches and notions that came together at this particular time. That is
why, the first line of investigation will be as to why these two groups were founded

Kl han Koman was born in 1921. He enrolled in t
graduated in 1946. He won Paris scholarship and went to Paris. He returned to Turkey in

1951. After his return, he began to work as an assistant at the sculpture department in

Academy of Fine arts. He started to work as a lecturer at Metal Studio in 1957. He went

to Sweden in 1959. Gezer, H. (1973). Heykel. In Berk, N and Gezer, H., 50 Yél én T¢r k
Resim ve Heykeli (pp. 1-2 8 8 ) . KKskt baaprihis. |

" kadi ¢al arkin W& sHe enrolled in the Academy in 1939. He graduated in
1949 and went to Paris. He returned to the country in 1950.

o sadi ¥zi K was born in 1923. He enrolled in t|
scholarship in 1948 and went to Paris. He was appointed to the Academy as a lecturer in
1962.

" Hadi Bara was born in 1906. He enrolled to the Academy in 1923. In 1927, he won

Paris scholarship and went to Paris. He returned to the country in 1930. He was appointed
to the sculpture studio as a lecturer, with Z¢, ht ¢ M¢r it of | u, in 1950 when
the direction of Belling was separated into two parts. Gezer, H. (1973). p 72

“Also, Abstract Art studio was Komandés another
Sadi ¥zi kK, akdaMicibi hal¥khsogz K. (2005). Ilhan Koman: Deney
Birikiminden Bulgular D ¢ n yra/#han Koman: From the Accumulation of Experiment to

t he Wor | d of Di scoveries. I n KI MaHay Keormajnl u,
Retrospektif/Retrospective (pp 7-27). Kst anbul : Yapé 1Kr edi Yayénl ar é.
“rTarek Careéem was born in 1923. HeinPaiadi ed archi
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specifically by these artists rather than some of other leading figures interested in

collaboration of the time.

I'n this network, Kl han Koman and Sadi ¥zZi K wer e
also went to Paris at the samet i me . I n fact, Kl han Koman, Sadi
and Nexket G¢nal were awarded scholarships to s
graduation i n 1948. Koman and ¥zik continued

schools but had the opportunity of working in the same studio. Hadi Bara was

Kl han Komandés professor at the modeling studio
Parisatthe same ti me as Keoertheyall lzadtte cKance to warkh

together.

These artists also worked alongside one another in noteworthy projects, in
designing the reliefs of Anét kabhe mausol eum of Atatg¢r k. I I ha
Bara and Z¢ h? formedartéamn,ovhd produced some artworks for

Aneét R*albrn rfact, kaaidi¢a¥zeéike aanlqsm of this tean al s o

“2I'n 1951, KIlhan Koman and Tarék Ca

the military service, where they both worked at

during the production phase.

their thoughts on art were similaandheo each ot he

describes his attitude as close to abstract art and being influenced by Le

7iht ¢ Meritojlu was borthe Academy i 0984. HeHvent®nr ol | ed t o
Paris with Europe scholarship. He returned to the country in 1932. In 1950, he began to
lead sculpture studio with Hadi Bara. Gezer, H. (1973). p 84

lafter the compl etion of the Anétkabir architectura

assigned to select the artworks, which would refl ec
and national past. This commission, including Ah me t Hamdi Tanpénar , Ekrem AKk
Rudol f Belling, Kemali S°ylemezojlu, and also the ar
determined the subjects of reliefs and sculptures. Mo r k o - E. ( 2Hegkeélve Apr i | 28) .
Kabartmalar. Retrieved 18 December, 2014 from t he

http://www.anitkabir.org/anitkabir/anitkabirinyapimi/heykel-ve-kabartmalar.html
Based on decree no 3/15461 dated 8/8/1952, a competition was organized to select these
artworks.

2 Kazan degd¥ z | X (1987, February) Ilhan Koman 6 And é nQlaamat Cevr esi

no 100, 18-24. P 19
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Corbusier®® Lat er |, Koman introduced Hadi Bara an

similar perspectives.
Kl han Koman worked in Paris from 1947
the volume and mass of abstract sculpture. During 1951-1958, he employed the

space through his metal artworks and by adhering to geometric concepts**

to 19

(Figure 64). Bar ab6s artistic approach, on the othe

changing in 1949. During his second visit to Paris, it is stated that his art was
influenced by the abstract tendencies in Europe. He concentrated on abstract
compositions and began to work with iron plates after that time*® (Figure 65).
Hadi Bara clarifies his position as follows:

éin 1950, I abandonealn df isgtuarratt e dalestraetipmpa roka cdin
g®ometdr.i qAte the end of these experiments,
international society, 60T¢rk Grup Espaceb

Koman.*?

Based on this statement, Bara directly traces the foundation of the group in line
with the new plastic vision. From 1950 onwards, the education at the Sculpture
Department of the Academy underwent a transformation when Hadi Bara and
Zs¢ht e Megritojlu started to work as da
the design of space in an active manner, by examining space in terms of form,
function and meaning just as much as the other elements.*” This attempt was
important in the sense of constituting a fertile ground for their considerations. In

addition, thisc hange at the Academy was ref|l

PyYy-uk, F. S. (1996). p 61

424

Bara, H. (1960). llhan Koman. Arkitekt no 301, 154-155. p 154.

51 st ¢ n iMp(89RY, January). Ali Hadi Bara (1906-1971). G e n Sanat no 53, pp 21-
23.P 22

“® M 9500gke asyonu bérakarak o6abstraction
bakl adém.

udi o i |

ected

g®ometr

Bu denemel er sonunda, Mi mar Tar ék Car ¢

sosyeteni n 0T ¢r k grup Heprlg B e®&3). Ranat Tatihd IU.&Cit. Kst aan b ul

G¢zel Sanatl ar :25kpa3@lemi si Yayéné
PIAK Yy ¢ F.g1099). p 54
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speech for the 1951-52 academic year, which was about the collaboration of
sculpture and architecture.*®

During Nijat Sirel tenure as the head of the Academy (1952-1959), the
establishment of a metal studio, was another significant achievement. This new
studio emerged as a place to crystallize and nurture a new vision. The very first

products, metal sculpture and metal furniture, were produced at this place. The

first instructors of this studio were K| han Koman, kadi ¢al ek and Sad
first graduates were Kuzgun Acar, A¥i Teoman Ge
Sadi ¥zi K expresses their intention to create p

and furniture.**® Kare Metal was founded as an extension of this studio. These
metal products caught the attention of a decoration firm, Moderno, which was
owned by architect Fazel Aysu anedootddecor at or B a
individuals. They started mass production with the help of Moderno, and later with
the financial support of Mazhar S¢leymangil, th
where they officially founded Kare Metal.**" This initiative emerged at a time when

metal furniture was popular with designers around the world.**? (Figure 66, Figure
67,Figure68) These coll ective works |l asted until 1958.
from Utarit Kzgi to work on the Turkish Pavilic

the construction of the work called Pylon, Koman moved to Stockholm, where he
resided until his death.**® (Figure 69)

8 Gezer,H.(1984).Cumhuri yet D°nemiAmMkarka Helykrekiiye Kk Bankasé
K¢l tgr Yo&83bénl ar é.

““¢aléekojluw Apr{(ROOPBPY)t mBpaxl|lwialuéekan Heykeltéerak: Al
Milliyet Sanat no 478, pp 40-42. p 40

WKe-¢kerman, ¥. (1995) T¢erk Tasarém Tarihinde ¥ncg¢

Metal-Heykel Mobilyalar. Ar t D ® 82dl88-1420p 140.

31 The name Kare Metal refers to four members of the group, K| h a nan,KoSmdi ¥zi k,

kadi ¢al é&k and Mazhar S¢l eymangil .
Ke-ckerman (1995). p 140
B¥U-uk, F.p1%81996) .
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Alongside Kare Metal, another initiative was the T ¢ r k  Gr u,pwhidhsvpsa s

more engaged with the unity of architecture and the arts. The date of its

foundation and the presence of mutual members imply that the manifestation of

this initiative was related with the metal studio. The main difference in T ¢krGrup

Espas was the inclusion of an architect in the group. The year Kare Metal was

founded, 1955, T ¢ r k Gr u publiEhedita manifesto (Figure 70). But before

that, the assembling of the group members started with a Hadi Bara project, a

waterside house in Kandilli. The desire for a collaborative work was attempted for

this project,” f or whi ch Tarék Carém drew the proje

produced the metal wor ks for the door and wi
the paintings.***The idea of a collaborative attempt
statement that Bara sought for a project associated with his artistic approach.**®

After this collaborative effort, these figures articulated their concerns and

objectives in a manifesto on the issue of the synthesis with the plastic arts.
According to Sadi ¥zi K, this process starte
Tarék Car ém who chwithehd Parisogrogpe Eventually, they got

Andre Blocés attention, who was trying to
Conveniently, T ¢ r k  Gr u presdhteptlaes assertion in Paris. It was read and

accepted at one of the Group Espace meetings.**® (Figure 71)

“Tar@krémiArsada daha osmanlé devrinde yanmék Vv
b i

ol maemanénda AHI CTONO sarayé adéné takéyan ro
betonarme d°keme bulunuyordu, sahibinin miras ol
bir yapée... arsaya Hadi bey, Kl han ve Imen gitti
gerek hadi beyin gerek ilhanéén bejenmesi czeri
mak et i ni beraber Iazeénmrluand enlka.n alE 4 ledreeynnéent | keanldé nrti eyl oar rd
hadi beyin at°lyesine tarihi bi @99K.oBler vasétaseé

“BU-uk, F. (1996). p 160.

% |pid. p 61.

®'U-uk, F.p1%81996) .

% Karabuda, G. (1987, January 15). K 0 ma nS& | yal. Milkyet Sanat no 160, pp 2-5. p 5
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Titled as AThe Synthesis ofresehts theswtay this Art s, 0

issue had been viewed up until that period. Starting with a retrospective view,
some significant milestones on the relation of plastic arts were discussed. For
instance, Bauhaus and such luminary figures as Le Corbusier and Andres Bloc
were suggested to be those who were known to deal with such issues.**° Giving
credit to Group Espace, the article approached the synthesis theme in a critical

framework, specifically those took part in Biot and Caracas.*® (Figure 72)

In the manifesto, the objectives and scopes were expressed. The critical overtone
on the synthesis was expressed, which states that synthesis is more than the act
of placing artworks in a space. The main consideration is to recognize the
essence of synthesis as working on the spatial production in unity from the very
beginning. The contribution of both disciplines is desired simultaneously in the
spatial treatment.**'. The manifesto mentions another dimension and sets forth a
recipe that leads to the definition of urbanism. It advocates a total plastic work that

is designed by implementing both plastic and functional concerns.**?

In addition, the presentation at the meeting, which was held in 1955 in Paris,

reveals a depth in their effort. The journal L 6 Arech iutr e d 6 Aepgrtedinr d 6 h u i

its issue about this meeting,*** where it is clearly seen that they combined their
manifesto with the discussion on the artworks of new UNESCO building. The
argument of the Turk Group Espace is as a synopsis of what the Paris branch
wanted to verbalize, or even better to achieve in the case of the UNESCO

building. Seemingly, they ascribed a role of justification to that manifesto as an

% Bara, H. (1955a). Plastik Sanatlar Sentezi. Arkitekt no 279, 21,24. p 21.

*% They indicated one of Group Espaces exhibition that was held in Biot and the

University Campus at Caracas.
*41 Bara, H. (1955a). p 24.

*2 |bid. p 24.

“Lodarchitectur egatd6 deupuldising th 942 and it was a propaganda

instrument for the Groupe Espace. This journal had been folllowed by Turkish architects.
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important component of this very recent debate, which shows the actuality of the

Turkish art and architecture spheres as well.

In fact, through this manifesto, the Paris group criticized the method of integration
of artworks, especially in the case of the new UNESCO headquarters. They
highlighted the importance of working together from the early stages, and the
design the structures via complete cooperation between architects and artists.
They emphasized their concerns and criticisms about the artworks that were
ordered for the UNESCO building, which were accepted as not being integrated

into the architecture.***

Being a vocal instrument of the Group Espace, the journal L6 Ar chi tectur
d 6 Auj o usrkdodrhta be followed by architects in Turkey too.**® The news
about the meetings, reports or exhibitions of Group Espace gained importance as
it could inspire or could enlighten architects in the country. The first
announcement on Group Espace in this journal was in 1951. Later, there
appeared much information about42tdhé6ogr oupads
1952, the issues of 55, 56, 57 of 1954-55, and the issue of 58 of 1955. For
instance, in the issue 42-43, the journal published a house project, which was the
winner of a competition and would be realized based on the principles of this

group. The house would be the product of a complete collaboration.**® (Figure 73)

It is clearly seen that Paris Group Espace had an important position as they were

supported and respected by the government. In fact, Mr. Eugene Claudius-Petit,

Minister of Reconstruction and Planning, attended one of their meetings.**’ In

“Lodarchitectur(el DPR)U.] oSy Mtdthais e d elsd aArrcthsi teet ¢ tLUOrUeN E
Déaujour d@bui no 58

> See appendix D for the selected presentationsof L6 ar chi t ecture Ddaujour deé

“PLdarchitect ur (@951 &mwupp Bspacedlbdairichi t ecture Ddaujour
42-43.p 17

“Loearc

i t ect ur (@953). &eoupe BspacedA8serblee Generale 16
Decembre. L rc

h
6a hitectur ed6Dpluatitiedour déhui no
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addition, L6 Ar chi t ect ur erovided Aisualoand wriftdn uiriformation
about the first exhibition, in which the entire Group Espace attended. The
exhibition, held on the 13™ of July 1954, witnessed the artworks of several
prominent figures such as Sonia Delaunay, Andre Bloc, Vasarely, Fernand Leger
and Jean Arp. The point underlined by this exhibition is the possibility of
integration of the arts into both architecture and life.**® Indeed, the main intention
of the group was based on the ideal that imposes a social responsibility on the
artist and encourages the arts to permeate the public sphere. By virtue of this
aspiration, their efforts would be culminated in designing life together with art,
which means designing not only space but other components of life as well. So, it
could be said that a total diffusion of plastic vision into life was suggested.

In accordance with its objectives, this initiative organized some exhibitions, one in
which T ¢ r k Gr u pvasEas@ iaviied, the First International Construction
Material and Building Equipment Exhibition, which was held at Saint-Cloud Park
in Paris i n 1 9 5 S5annouiicemeent eexehlédbthete iwouiddbe a
demonstration on the technical advancements in the field of construction, as well
as a display on the ideas that united the plastic vision and the practices of the
day.**® Due to some financial problems about the transportation of artworks from
Marseille to Paris, Turk Grup Espas could not attend that exhibition. But the
photos of the artworks produced for this exhibition were published in
LdArechiutr e doAUjtouirsd 6khnuoiwn t hat Tar ék Carém repr
as he was in Paris on personal business at the time.*** In one of his writings, Hadi
Bara writes about the exhibition and mentions S

which received most of the attention.”** During this exhibition, the firm Knoll

“Loarchitecture D6 aAurj cohué teedchasHiQoweur ( ExpoSitiod . du
Groupe Espace aBiot.L 6 ar chi tecture DiGapsdj ourdobébhui no 55

*49 Bara, H. (1955b).Grup Espas. Arkitekt no 280, 79.
®0yU-uk. F. S. ( 1Barg, 6)(1955p). pTS 8 and
®lUu-uk. F. 62 (1996) .

2 Bara, H. (1955b). p 79
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International was interested in the metal furniture produced by the group
me mber s. They organized a meeting and invi
Paris. They offered an opportunity for them to go to the USA, but this did no

happen due to some financial problems once again.**

Bozdojan defines the formatTicark &mrd mas tEs pasi |
Ai mportant steps t owar ds moderni zation par
We s ©*.Inomid-century Turkey, the resources were very inadequate, especially

in terms of the supply industry. This situation caused the artists to look for

solutions or even create in order to accomplish their designs.*> It is claimed that

this period was a new era for the artists in Turkey for whom a new consciousness,

which is defined as the beginning of the search for peculiar unique identity for

their art, was rising.**® The spirit of collaborative works and the approach for a

new plastic vision seem to overlap in the art scene of the day.

Turan Erol expresses that during those years the controversy between national,
regional approaches and the universal 6comm
the art debates.”’ At this point, the influence of abstract art is highlighted as being
directly linked with the collaboration of the arts and architecture. The increasing
effect of abstract art, through the technologically advanced world of the postwar
years, was responsible in blurring the borders and took into account universal and

the traditional characteristics.**®

BB ¢ - ¢k e,r nigo8s). p 141

*** Germaner, S.(2007). i T¢r k Sanaténda Mbdelkm| €& nModerBer ec 5.
v e ¥tlsamsbul: Ks t aBibludversitesn p 12

®Ke-¢ckerman, ¥ (1995). p 141

% Berk, N. (1973). Resim. In N. Berk, H. Gezer, 50 Y&l én T¢rk Rpslim ve Hey
1009, KstanbulQuoltkebda nffkr.onP T8Or.an Er ol 6s article ti't
Onbek Yél eo whi thécatalagse ofthe exhibitemni Geom- 1 er Ar asé Resi
Yar ék hmaldb§y 8anat Tenki t inil96@.r i Cemiyet.i

" Berk, N. (1973). p 80

8 Gezer, H. (1973). p 24
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In 1955, as Turk Group Espace came on the scene, the intensity of articles about
the connection between art and architecture reached a peak level inside all the
issues of the architectural journal Arkitekt in Turkey. Undoubtedly, this was a
consequence of the formation of the group and its intention to disseminate the
ideas of the artists who established it, and to publicize their names and works of
art. This put Arkitekt in the position of an advertisement medium. The important
thing to emphasize here, however, is that Arkitekt was an architecture journal, not
an art magazine. This is a common attribute that Arkitekt shares with
LOArchit ect urlaondwaspar pnotber, dothEEspace groups in France
and Turkey had a similar mission in using these architecture publications to
convey their ideals to the public in a better way.

A difference that distinguished T ¢ r k Gr u @nd EypaEspace is in their
definitions of unity. To realize their idea of collaboration, Group Espace attempted
to place artworks in space. Meanwhile, T ¢ r k  Gr u pheldEtkep mosder
perspective which refers even to interfering all spheres of everyday life, from
objects to living spaces.**® This wider perspective on the synthesis of plastic arts
was recognized by the Parisian Group Espace and became a part of a discussion
on the artworks of the aforementioned UNESCO. Koman identifies this different
point of view as Athe core of the environment al
essential subject of the day. This problem, according to him, was the argument for

constructing the living environment together with all plastic arts.*® (Figure 74)

The Turk Grup Espas remained active for four years and it is crucial to touch upon
their statements between the years of 1955-1959 that dealt with their endeavors
and discourses. Regarding the collaborative approaches of Turk Grup Espas,
some articles promoted this vision and made statements about the necessity of
this kind of an initiative. Erce¢ement Kal mék de

operational phases. The focus of his articles was on intermingling different

®9¢ al é klo MNilHadi Bara. Trans A. Antmen.Kst anbul : AXA Oym2 Sanat Galer.i

%0 Karabuda, G. (1987). p 5
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disciplines. Thi s intermingling, he argued, woul d

purpos e, © which intended to create®spaces that

Accordingly Nuri Ky eRrg s iimm vhei sh eayrkteil ¢ | nei ntairtil
yapabilir mi?¢0 Cdquld painting and sculpture collaborate with architecture?),

462

announced his desire to live in a city that was designed by collectively™, which is

in line with the aims of Turk Grup Espas. Ky e m,moré, expredses rmore

®  Nuri

clearly an expectation of the integration of artworks in living spaces.*®
Kyemds suggestive smadeeurmgm bt sk @h u pactizesvpasds
years, could influence readers to consider a built environment. For this reason,

this endeavor could be thought to suggest a tone of promotion as well.

In the same year, Ragon made an evocative declaration on the urban view.
Compared to Kyem, he had a critical Vi ewpoi
the reason of the disconnection among plastic arts. Ragon portrayed the current
situation as being nowhere near a synthesis.*®* He also argued that the act of
synthesis was not something new. When he opened up the subject of artworks in
the museums, he focused on the idea of the permanency of artworks. He thought
sculptors should renounce their present position and take notice of the new
materials to be able to contribute actively to the cities. He presented Le Corbusier
as an example, as being an architect and an artist at the same time. Last but not

least, he suggested a formula that of designing as a team from the beginning.*®®

“IKal mék, B4 (1956).

462Iyem,N.(1957, November 15). Resim ve Heykel Mi mar i
Yeditepe no 143, 1-2.p 1

%3 |yem, N. (1957, November 15). p 1
*Ragon, M. (1957). Mi mankileld ho 288e137M38elB% et Sanat .

“%5 Ragon, M. (1957). p 138
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Although there were not any big scale project that was realized with all group

me mber s, ¢al ekoj | u ar Kare betat doraributed to eTurkwor ks o f
Group Espas.*® Accordingly, Arkitekt featured in one of its issues the synthesis of

plastic arts and gave the examples from the works of Kare Metal (Figure 75,

Figure 76). The article underlines a parallelism between the explorations of

different art fields in order to accomplish a real synthesis. In this manner, an artist

should be familiar with other fields and their methods of production. This is the

preferred technique of the renowned figures of the day, such as Arne Jacobsen,

Fernand Leger and KIlhan Koman. Jacobsends endec
Leger 6s productions that were both functional
remarkable examples of this argument. Por t at i f (f2rtaklk shopk).aan

unrealized project designed by KI han Koman, \
emphasizing its aspiration for a synthesis of plastic arts. (Figure 77) Koman and

Sadi ¥zikb6bs creations wusing metal or plastic t
basic materials are combined to form aesthetic as well as functional purposes. It

was highlighted in the article there should be cohesion with architectural space,

these aforementioned works did not sacrifice their plasticity for the sake of

functional concerns.*®’

On the dichotomy of aesthetics and function, Zeynep Yasa Yaman argues that
this kind of an approach also brings the phenomenon of space-time in the scope

1 n accordance, Kalmék states tha

of architecture and sculpture.
time in sculpture could only be achieved through architecture, which introduces

different perspectives.*®

“¢cal ek oiKl u)(p2® 00 b
467

Jaconsen, A., L e 10985). p 15F . Koman, K. (

% yasa Yaman, Z. (2011) . A Siyasi/ Est etKarhusaGRlasdadnge ov ®l ar ak
Heykel. METU JFA no 28, pp 69-98. p 83

®Kal mekge3l).Res(i m Yapé Yovidui BHns&l®m19mi
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Y € | maits opt that these artists used flat surfaces or slender pieces, which

were akin to two-dimensional forms, to generate a sense of depth. In this method,

the artists assigned to the space an important role. The artwork employs this

space, behind or inside it, as a necessary component of its very own entirety.

Hereby, these surfaces incorporate the concept of time as they allow circulation

around its structure**k ar wr ot e about this new percept
those years; he stated that the creation of a depth within an artwork is to be the

formation of virtual volumes.** In this rhythmic composition, achieved by way of

these currently popul ar materi al s, ithe es
inside the YAir and light. o

Apart from the supporting statements uttered in the active years of the group, the
expectation for collaboration never ceased. In the following decade, there
appeared similar articles that encouraged spatial vision and tried to clarify the
social purpose of this issue. In one article, the focal point emerges as how
synthesis is connected with the social utility of art creation at the final stage.
Meaning, the main goal of the arts is to at
condition is achieving the reconciliation between the painting and the wall. In
order to achieve this, a painting should be abstract and not figurative in
composition. When the painting and the wall come together in harmony, it

culminates in social utility, which could be called a synthesis of the arts.*”

Turk Grup Espas envisaged complete collaboration; this aspiration could not be
realized. However, it brought about intellectual and formative changes in artistic
production. It is observed that all the key figures, both participants and supporters,
in the idea of collaboration were Academy-rooted people. In addition, the
establishment of the metal studio at the Academy also played a role in the birth of

% yel mA.zN. (2007). Bi r Me k an GHuspe Edpacgdive T¢rk Sanat énda
Yans é m&éeydanatho 15, 36-42. p 38

“Tkar (1956, October14). ¢ aj dak He y kPea z aSra nPattlsétpdls & ,

“2fioz. havanén EKéjéen i-indlkama®beOctodemid)kptln - ek éy

473

YeniKnsan (@pA22833) .
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these collaborative acts. It seems that the part it played in the gathering of these
figures, this place could be assumed as the root of the Espace initiatives in
Turkey. Equally important, this studio also initiated Kare Metal, which emerged as
an offshoot of Turk Grup Espas. Even with its solid arguments and enthusiastic
approach, Turk Grup Espas was short lived. Because of its short duration and
other problems, mostly financial, they could not wholly solidify their ideals.
Nevertheless, they seemed to make an important contribution in the intellectual
sense to Group Espace. They stressed the main theme as being more than the
employment of artworks. This could be interpreted that Turkish architecture and
art milieu did not stay out of the contemporary developments abroad; and in fact,
they produced for this contemporary international circle. Thereby, this group could
trigger the notion of designing via collaboration in Turkish architecture and art

realms.

4.1.2. Networkoft he 6 Col | arbecDiabbgue amoig the Actors

The dialogue among the actors participating in the production of an architectural
work in unity with the arts varies, either they were planned and settled at the early
stages of design or developed in an arbitrary manner. In fact these actors, clients,
architects and artists, initially started the creation and planned the route to
achieve a unity. This network will be examined in two parts: the dialogue between
the clients and the creators; and the cooperation among the creators where the

role of the architect is emphasized.

An examination of the clientsd approach

and tell more about possible effects on the process, such as negative or positive
involvement and the facts related to the new dynamics of the country. The second
section aims to demonstrate the creation process; the account of the collective

works from the side of the creators.

41.21.Cl i e bialdgse with the Architect & the Artist

As aforementioned in the general context, the changes in the political and
economic areas affected the architectural sphere. During the postwar period, the

intensified dealings with the international arena brought about different
143

coul

d



consumption habits, which included new building typologies. The formation of new
structures for various state entities revealed a necessity for new spaces, which
generated a significant amount construction activity. The emergence of private
clients was another novelty during this period in terms of the architectural culture.
In fact, this new patronage not only affected the construction of facilities, but also

led to a progressive shift in architectural practices.

The state sponsored works and private projects are the two client types that will
be evaluated. The state had limited resources during the postwar years. Private
enterprises, which were a developing and strengthening sector during this period,
led to the emergence of a new consciousness and sensibility. This sensibility
might be related with achieving value, making an investment or forming a
corporate identity, which is part of the capitalist mentality. In addition to business
patronage, there were some housing designs that could be associated with either

the ownerdéds vision or per sonal i nteracti

architect.

When looking at the issues and discussions within the art milieu during the
postwar period, it is clearly seen that artists requested a field from the state
authorities to perform their art as well as find a way to make their living. Bedri
Ra h mi Evy ¢ medjrepaatedy margl persistently that the state should create
opportunities and arrange competitions for the placement of artworks in buildings.
He asserted that, if the state would lay down a regulation, which would guaranty
the involvement of murals in official buildings and allocate a budget for the

painters, the artists could attain a new source of income.*”

Indeed, the discussions about a legal arrangement had started earlier and one of

them could be seen in a news related article on the art competition results of the

Kstanbul Broadcasting House. The art.i

distinction through art and mentions a proposal by the Academy in 1933.%"

“Ey¢pojlu, B.R. (1953, January 8Qumhu®etm2t

yeni Ké¢taadbBul December 1). Meml ekette KI
YapéYdaréi. Kipthanbu
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The very first attempt of this kind of a legal arrangement was suggested in 1933
by Na sndalk thé& director of the academy of Fine Arts, which was later

mentioned by Bedr.i Ra h mi Ey ¢ poj 1QnHawto

his 1953

Earn a Living) . Ey¢pojlu talks about this notion of

some other prominent figures had similarly touched upon.*’® Particularly, the 1933
the proposal aims to generate a working opportunities for Turkish artists and set a
secure space for their creations. The proposed regulation was prepared in
accordance to ones in European countries. In comparison to Europe, it is strongly
emphasized that there was not any effort to include artwork in public buildings in
Turkey. The article also claimed that this regulation would not only create a new
area of opportunity for artists but would carry the count r y6s i deas
and history to even small villages*”’. In addition, this proposal suggested a mode
of operation and clearly described the progress in order to ensure a strong
organization. With regard to this, the artworks should be done by Turkish artists;
these artists should be officially qualified; and all art fields be unionized.*”® In
other words, according to the art circle, the integration of artworks into
architecture would entail legislation to secure the process and establish this
practice. The regulation clearly defined the percentage that would be spent on the
artworks for specific buildings. In fact, five categories were determined in order to
specify the amount to be spent based on the construction quality of the buildings.
The establishment of these categories indicates the aspiration of including the

arts into all areas of everyday life.*”®

““Ey¢spojlu, B.R. (1953, January 8). p 2.

77 Arkitekt. (1933).Guz el Sanatl arén Meml eketvekanund e
Layi hal ar & Es b a bA&kiteknoc8ipt285 Rapor u.

78 Arkitekt. (1933). no 8. p 255

" Buildings were classified in five sections. in extraordinary constructions %10, in first

class %7, in second class %5, in third class %3, in fourth class %2 and in smaller-scale
constructions upon to the initiative of the architect. Extraordinary constructions cover
hotels, casinos and stores highly related with decoration. First class covers, stations,
libraries, theaters, concert halls, higher education institutions, museums, Ministry and
Assembly buildings. Second class covers kiosks, public buildings, kindergartens, primary
and secondary schools, hospitals, prisons, sport halls, marketplaces, small stations, small
government houses, hotels at provinces, exhibition halls. Third class covers apartments,
factories, printing houses, riding schools, stables, and abattoirs. Fourth class covers
workshops, garages, silos. Fifth class covers storages and agricultural buildings. Also it is
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For the arrangement of a legal definition about the placement of arts within
buildings, there occurred a rather tangible attempt as observed in the official
reports of the Assembly According to the reports, a proposal was presented by
Kz mir representative Avni Bakman to the pat
14" of December 1953. (Figure 78) The proposal was for the decoration of official
buildings with artworks. In a following session, on the 29" of January 1954, Avni
Bakman withdrew this proposal. I n 1955, w h
artworks at the Turkish National Grand Assembly, another proposal was about to
be prepared by the Minister of Educati on, Rekit Gal i p, whi

either.*®

In one of his articles published in the Ulus newspaper, painter Turan Erol
comments on bringing the arts closer to the public and defines this act as the
socialism of art. He considered cultural affairs to be within the scope of the state
development plan and asserts that the state should ensure this relationship by
legislation.*®* Erol claimed that with a legislative arrangement, the realization of
the collaboration of the artist and the architect would be guaranteed.
Correspondingly, this legislation would enable artists to be considered as
professionals, as well as legitimizing artistic organizations, and secure the
creation process of the artists by controlling competitions.*®? In other words, the
artists wanted to define a policy that would protect their career. Actually, this
proposal is reminiscent of one prepared by the Academyd s admi ni strati on
This attempt is parallel with the efforts of the architecture milieu in terms of
gaining their professional status and set boundaries and limitations. To realize this

aspiration and base it on a legitimate ground, Tural Erol asserted in the 1960s

stated that the artworks should be selected by a competition. Arkitekt (1933). no 8. p 256-
257

% Arkitekt. (1955). TBMMM.Yeni Binaséna Konulacak Sanat Eser |
Sanat Mg s Arkitekkna 386. p 80

®lErol T. (1967, September 5). IUus,pKal kénma Pl ané

®Erol T. (1967, September 19) Uusid2. Kal énma Pl ané
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that allocating 1-2% of the total cost of the building for the plastic arts was
completely in line with the principles of the cultural issues mentioned in the

second development plan.*®

Based on witnesses of the period, there appear some opposing statements about
the existence of such a regulation.*®* Archival research has revealed that there
was not any legislation about employing artworks in public buildings. However,
there was a decree, a governmental resolution dated 1/12/1937 numbered
2/7814, which is related with a regulation by the state for the management of the
statutes and monuments erected in different parts of the country. Mainly, this
decree aimed to form a selection jury for artworks. (Figure 79, Figure 80) But, an
annex to this regulation dated 13/09/1938 numbered 2/9588 reveals that this jury
for the statutes and monuments were also commissioned for the selection of
fresco, mosaic, painting and mural works, which would be situated in state
sponsored buildings. (Figure 81) Hence, this decree coincides with the statements
and specul ations of contemporary architects and
kahinler and Bedr.i Ra h mi Ey¢pojlu about the exi

on the issue, and enlightens the complicated manner of these speculations.

In spite of these irregular developments, it is known that an experimental attempt

was started that ai med at featuring studentsé

“83Erol T. (1967, September 19). p 2

“Architect Aydén Boysan and painter Mustafa Pilevnel

these kinds of works, think that there has not been any legislative ground. See the
interview made with Boysan and Plievneli. Cengi z Bektak who worked for a |
together with painter Turan Erol states that there is not any legislation but this was custom

that the architects tried to continue. See t he i nt er viGnuhe otfiethand,Be kt ak .

Orhan kahi nl er irdsof legislation wat rmade ira thekearly years of the

Republic but due to the limited means it could not be realized. See the interview made

wi t h k amijmlnerT.ek el i believes that there could be a r
his graduation. Actually, these years he implies are 1954 and 1955, which were the peak

years of the discussions about @ollaborationdbetween arts and architecture, regarding the

mediums of the period. Considering his declarations about his sensitivity about including

artworks in his designs, he states that there was an inspiring atmosphere in terms of

@ollaborationd So it could be connected with the ongoing discussions rather than the

announcement of legislation. Turan Erol argues that the absence of legislation meant that

the State did not want to tie itself with such a rule. See the interview made with Erol.

Bedr i Ra h mi Ey¢pojlu clearly states in an interyv
there has not been any |l egislation bQ{9%a decr ee

i ew
ful
August4).Haft anén Sanat Ol ayl aUlus,p.3Bedr i Ra h mi Diyor ki

f
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based upon the assertion that it would have positive effects for the psychology of
children.*®® The idea behind this act is directly connected with the issue of the
integration of art and architecture, which is also emphasized as an issue of
urbanism.*®® At this point, the research and development department of the
Ministry of Public Works took the initiative to deal with this kind of a spatial
treatment in schools. Particularly, this could be considered as an initial step

leading to the integration of art pieces to public buildings.

I n 1977, an article 0 nanbul hnkercordimemtal ¢Hotdd s of t
established the legal precedent for the collaboration, which advocated allocating
1% of a budget on artworks.*®” Seemingly, the intention of a legislative basis was
an enactment of collaborative works remained in an unrealized project. Despite
that, however, the governmental decision made in the very early stages of the
Turkish Republic, demonstrates an early sensitivity for the situation. Although this
notion remained as an ambiguous and forgotten one, it considered a myth among

the art and architecture circles.

Even if not defined legally, the idea of a legislative organization had other
manifestations that could not be denied. Indeed, even this tremulous position in

legal terms is said to establish a tradition*®

that might have stimulated the
following attempts of sagacious architects and artists.**® As demonstrated in the
previous section on @ollaboration it is easy to see how artists were resolute on
the issue of @ollaborationd Their solution addressed the state, which they

believed had the responsibility and the guiding role. Their statements in several

“® Arda, F. (1970).Ok ul Yapeésé v.AnkSraSanat, noB§. p 13i mi
% Arda, F. (1970). p 13

BKoprel ¢, T. (1977). Binal ar é mekitelitmo38maméat - éya Tar

488According to Cengiz Bektak, this notion remani e

with Bektak.
489D ~

ojan Tekelids decl aration. See the interview r
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mediums might have a role in bringing the issue one step further from the
intellectual plane into reality. The idea, shaped by many of the previously
mentioned different factors, did not penetrate the professional realm in an explicit
manner, but the myth emerged as a testimony that this issue occupied the minds

of artists and architects of the era.

Despite the problematic conditions of a legal arrangement, the competitions were
remarkable initiatives that filled the gap in terms of the expectations from the
state, and most probably pioneered many future projects. With the establishment
of several departments and new directories within the state administration, there
appeared a need for the construction of new buildings for these new institutions.
As a proper solution to this demand, architectural competitions were the popular
practice of those years, which also gave opportunities to young architects and
more specifically, architects working in private offices. Art competitions seem to
follow this similar mentality and trajectory. Particularly, this pragmatic solution

became a replicable model for private enterprises.

The first competition for artworks is known to have been organized for the
entrance hall of the Ankara Railway Station in 1937, although it was never
realized*”. The second competition was for the Istanbul Broadcasting House in
1949. (Figure 82) The winner was Zeki Fai k Kzer
first artwork to be installed in an official building*. Later, these types of
competitions continued to be held, which were either open to all or were limited to
invited artists. During this process, artists offered proposals in sketches, and
sometimes, upon request, scale models using the material to be employed. The
importance of these competitions lies in inspiring and promoting features in terms

of coll aborative acts and the debut of young ar

490 25 foreign and 25 local painters attended to this competition and the first prize was

givento Nurettin Ergg¢ven. Ur al , S. (1974). T¢rkiyednion
1923-60. Mi ma nd 1823 p 43.

“Iyeni Kstanbul. (1949, December 1). p 5
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realm as a democratic sphere, which enabled many artists to present their works

and compete fairly in order to realize one of his/her works.*%

During the postwar years, several official buildings throughout the country and
internationally were commissioned through architectural competitions. Parallel to
this approach, the artworks were open for selection. For instance, the Agricultural
Products Office building, designed by
in 1964, was a competition project. After winning the competition, these architects
organized another competition for the artworks to be installed in the building and
theyalso acted as jury members in the competition.”® Another architectural
competition project, the Lisbon Turkish Republic Foreign Affairs Embassy (1963),

Cengi :

designed by Or han kahinler, Muhl i s Teé¢r kmen and

artwor ks by Devrim Erbil, kadi ¢al ek,
Agricultural Products Office building, these artworks were selected through a
competition.*** Apparently, this process continued in a climate where intense

architectural activities were taking place.

Contrary to these relatively planned occasions of a correlation between the arts
and architecture, there were random initiatives on the part of the architect. These
practices were applied either during the military services of artists and architects

or in their compulsory services as a civil servant at different regions of the

country. For i nstance, Cengi z Bekt ak

residential buildings during his military service in 1964. In his own words, he found

the ways of integrating artworks, such as stained-glass and ceramic works,

without significantly increasing the budget.**®

492
S

9% See the interview madewithCe ngi z Bekt ak .

% See the interview made with Devrim Erbil. The institution that held the competition was

the Ministry of Public Works. The jury memeberswer e Demi rt ak Kam- él

H¢sey

wa s

ee the interview made with Beril Anél anmert

Behr

Enver Tokay, Neriman Birce and Ali Atasever. Mi mar | ék. ( 1M6é 3Inja.nd3d&kberl er .

% See the interview made wi t h Cengi z Bektack.
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In addition to organizing competitions as well as giving credence to the architect,

anot her factor was the clientbdés desire

his/her building. This case opens another dimension, which is associated with the
spatial vision of the client that directly connects the client to the artist. A relevant

example can be seen in the process of the artwork applied at the METU Faculty

of Architecture building. The president

personally interested in the incorporation of art, got in contact with the artist
Gencay Kasap- €.

Hi s experience at the Mexico Universityos

necessity and the impression of integrating artworks throughout a campus. He
expresses this aspiration in a postcard from Mexico. (Figure 83) He clearly stated

his ambitont o Gencay Kasap-€& and offered her

campus*®®. Kasap-& quotes from their dial

ogue

and

of

cons

ME

campu

o make

qualify this univer si t*% Hiswisibnhculmirmtecein thee t i st i c

application of one artwork by Genc ay Kasap-€&€ to the Faculty

some additional works by other artists in the subsequent years. It is reasonable to
say that this approach is highly related with the art policies of the country. Without
doubt, the initiative and the vision of the authorities played a considerable part in
the realization of these projects. In this sense, opposite examples could illustrate
more clearly the effects of a positive approach on behalf of the clients to the
process of the integration of the arts in architecture; and the existence of negative
examples might illustrate the absence and the power of a certain legal

arrangement.

Typical example of the negative approach by the client is mentioned by painter
Devrim Erbil. Erbil got an offer from architect KI han Ar abacéo]

manager of infrastructure and construct.i

% At the final stage, she has been assigned to perform three works. One them was this

ceramic wall in the entrance hall, the other was a large wall downstairs, probably implying
the atrium surrounded by classrooms, and the third one was in another building again

u

who

on

facing t an atrium space where the artwork would be perceived from its top-v i e w. Kasap-¢&

prepared three sketches and all of the there were accepted for application. See the

interview with Kasap-é&. aditwaske (Fifuer84-87he sketches

““fDaha sanatsal eserlerle bu ¢niversiteyi
with Kasap- é.
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After the renovation of the State House building, three blank walls remained,

which seemed as suitable areas to incorporate artworks. Considering the financial

situati on, Arabacéojlu made a proposal and
walls with three artists, Devrim Erbil, Be
Unfortunately, this project was rejected by the Ministry of Public Works owing to

the reason that using this budget for constructing schools would be more

pragmatic and reasonable rather than using it for such artworks.**®

Similarly, the competition held for an artwork for the Etibank Headquarters
building witnessed another unsteady proce s s . The artist kadi ¢ e
competition in 1955 with his metal relief, which is said to be the very first metal

abstract sculpture produced in Turkey.**°

(Figure 88) However, this proposal was
not realized; instead, the mosaic panel designed by ErenEy ¢ poj | u was appl i
Likewise, during the construction of the Lisbon Embassy building, a rupture
appeared in the process of the selection of
that his team decided to integrate some artworks into the structure during the
design process. They even appointed a blank wall for Kuzgun Acar, who is well-
known for his metal abstract reliefs. At the final stage, although other artworks
wer e al l reali zed, Kuzgun Acards work could
the committee from the Ministry of Public Works. After examining the sketches

and the model of the work, the committee found the artwork precarious and

expressed their concerns explicitly by sayi
on the fa-ade of utihaei Eqqpk | Of KKiee€l B8y and o
remove it. We cannot venture to®pthaughe t hi s

seen as an important and necessary contribution to the building from the
perspective of the architects, the project could not be realized as a result of the
clientods™f eedback.

9% See the interview with Devrim Erbil.

®¢al ek, Skadi20tapetkanbulp44 Kkbankaseé.

*®see the interview with Orhan kahinler. fAAnkar a

birg¢gn onu -ékaracakl ar. Biz bunu lizbon bg¢ye¢kel
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Apparentl vy, the story of this efinngatzo rBeokutsaok 6asr t wo
attempt at his design of the Turkish Language Society building (1972). In that
design, one particular wall, in the foyer, was designed intentionally for the specific
artwork of Kuzgun Acar that had been removed f
office building. Unfortunately, this plan was also refused by the administration of

the Society due to the possible application expenses of the artwork.>*

Some cases regarding the inclusion of artistic works in official buildings were
spontaneous and arbitrary when enthusiastic individuals took the initiative. For
instance, Cihat Burak, a painter and an architect, made a quite voluntary
involvement in the fa-ade of the Ministry of Fi
Burak persuaded the contractor and installed his own work in the form of a relief

without requesting any payment.>*

While in state sponsored projects the process was unconsolidated, in private
sector, which is not tied to mandatory arrangements, the integration of the arts
and architecture is dependent on the client. As previously mentioned, the postwar
period witnessed the emergence of holding companies as an important

manifestation of the increasingly adopted capitalist principles within the country.

Si bel Bozdoj an ar g u eapitalisnh lzeyond fsitnplee profitabittya | 0
accounting was merged with the ideal of modernism, which went beyond the
sterile rational?%*Usingant dcanomiclternf, she oiains dahat. o
the integrating of the arts indicates the aim to create surplus value in

architecture® This phrase, fisurplus value, o could in

%1 Unfortunately, this estimation proved to be right and the artwork situated on the wall of

Emek building has been removed. (Figure 89-91)

% geetheint ervi ew with Cengiz Bektak.

@ geetheint ervi ew with Cengiz Bektak.

5°4Bozdojan,a).SHaIuk(B@ﬁh[—)l\Belih Birsel Kitabée: Modern Mimar]l
Ustalaréna GedVi knmind38&p65 Kt haf .

*®Bozdojan, a.$65 (2008
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respectable contribution of the arts in increasing the value of the building in real
terms; in providing a corporate identity (a particular image in the minds, with
respect to the business); or in forming a new perspective that redefines modern
architecture. Since the new goals and expectations in modern architecture
incorporate aesthetic and humanistic concerns, this position could be seen as

profitable for both the architect and the client.

According to Ela Ka-el, farchitects have

identity of private industry and the
T ur k¥ Fhe dlew patronage was regarded as an opportunity for the architects
to express and experiment with their ideas and contribute to modernism.>®’ For
Afife Batur, architects were interested in the large-scale industrial constructions of
private enterprises, which had a considerable role in creating a trend in

architectur al practices, which were ¥et fort

In this manner except from the examples of private residences or small scaled
and singular attempts, industrial buildings and other investment projects of
holding companies led the way in these terms as a result of their aspiration

9

towards either constructing aesthetically conscious buildings®® or forming an

identity.

The Vakko Factory building (1969), designed by Haluk Baysal and Melih Birsel,
emerges as a relevant example industrial complex e s r ol e i n

between the arts and architecture by incorporating 14 artworks. The Vakko

® Ka-el, E . Antellectugli®n® and Consumerism: Ideogies, Practices and
Criticisms OF Common Sense Modernism in Postwar Turkey. (Unpublished PhD
Dissertation) New York: the Faculty of the Graduate School of Cornell University. P 207

Ka-el, E.A. (2009). p 229

%% Batur, A. (2005) The post war period: 1950-60. In A. Batur, A Concise History :
Architecture in Turkey During the 20th Century (pp. 45-76). Ankara: Chamber of Architects
of Turkey. p 57

%% Tekeli, 1. (2005) p 33.
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Company started business as a hat shop in 1934 and, after a couple of years, it
began to manufacture scarves. Parallel to the novel consumption patterns faced
in the country, the company expanded its market and target audience by opening
the very first fashion store in 1962, which br
clothing sector”™™. Eventually, the expanding of the company required the

construction of a bigger factory, which was built in Merter.

At that point, the corporation describes the integration of artworks into this new
building as fithe initi al® whickthmasédndedupWithk ko to supp

the companydés art <collection today. Architects

intention, from their aspect, as a positive contribution to the performances and the

creative activities of the workers®? E|l a Ka- el argues that this asse
their Anintell ectual medi ationo but al so shows

system®, which provided a basis for th® architect s
in architecture. In other words, the private patronage afforded architects with new
experimental area, where they could practice and solidify their ideas. So, it can
be said that a client, who was not be satisfied with a building based solely on
fulfilling the functional needs, would be the indispensable part of the process of

integrating the arts into architecture.

The Divan Hotel can be considered as another example. The hotel is a subsidiary
of Ko - Hol di ng, which was one of the prominent
widened its business during the postwar period. In the 1960s, it began to

manufacture a large scale of products from automotive industry to domestic

%10 vvakko. Vakko Kurumsal Kitap. Retrieved March 4, 2014, from
http://www.vakko.com/#/?|=tr&p=book. p 12

> vakko, p 14

*2 Baysal, H and Birsel, M. (1970) Vak ko Turi sti k Eli ki Ekarp ve Konfeks
Arkitekt No 340. p 161

Ka-el, E.p207 (20009) .

*Bozdojan, a.$65 (2008
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appliances. Then the company extended the activities to many different fields
such as tourism, finance, food industry and textile,”*®> As a part of this initiative, the
Divan Hotel was founded in 1956,
Réeknettion Géney. Bet ween 1972 and 1975, t |

Abdurrahman Hancé and assisted by Aydén Bo

and the initial project was designed by

many artwor ks by i mportant contemporary artists
Ra h mi Ey¢poj |l u, Gencay Kasap- &, Mustaf a P
Yél mabakar, ' I han K o ma nThisa exampleMhighliglasf the | s | i my
clientds percepti on ih thevspacd.sThetmamageraof theavor k  wi

hotel s patisserie printed brochures for c
creation of the artwork in that space. Thus, the approach adopted by the

corporation seems like a type of self-promotion, which at the same time promotes

the idea of integrating the arts into architecture. Internalizing the artwork to use it

as an advertising medium can be seen as the intention of establishing a corporate

identity and a value that it would bring along.

Nevertheless, in the framework of the capitalist mentality, the clients could also
make undesirable interventions to the process. Corporate clients could also
negatively affect the building process. Beoc
Divan Hotel board was negatively affected by a client decision. Because an
electric switch overlapped with the art panel, the client suggested cutting off part
of the panel as a proper solution.®®” This kind of a situation demonstrates the

importance for mediation by the architect between the artist and the client.

On the other hand, at the Intercontinental Hotel, there was a different process,
which included a competition to select the artworks, similar to state sponsored

wor ks. According t o Tal i Kepre¢gl ¢, onhe con:

Ko - Ho HistdrynRetrieved May 15, 2014, from http://www.koc.com.tr/en-
us/about/history

*1® Dijvan Hotel, Business Development. Retrieved May 15, 2014, from

http://www.divan.com.tr/ENG/About/Business-Development/

’See the interview with Cengi z Bekt ak.
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included different categories, such as ceramics, stained-glass, reliefs, engravings
and panels, and more than 450 contestants participated.>'® The architect of the
building was Fatin Uran, who had also worked with Paul Bonatz in the Grand

Ephesus Hotel**®

, which was also a project incorporating many artworks after a
competition. The interior architects of the Intercontinental Hotel project were
Abdurrahman Hancé, Y¢ ksel Karapeénar , Rekat Sevi
These names indicate that projects, whether state or private sponsored, were
carried out by a team of architects and artists who are highly experienced in
wor king as a team. According to Tali Kepr¢l ¢, 1
were mindful and constructive in the integrating of artworks with the structure®®,

which also proves the persuasive roles of some prominent figures on the client.

A similar process is seen in the Complex of Retail Shops which was a competition

project designed by Dojan Tekel i *A&ftermi Sisa and
winning the first prize, the architects began to deal with the application projects

and the construction continued for seven years. The architects selected eight

places within the building to integrate artworks that would complement the

structure. They wanted to select the art pieces through an invited competition, in

which three artists were invited for each one of the eight locations.®® Do | a n

Tekeli says that, at this phase, convincing the client, the cooperative, was a not

an easy process due to the price of these artworks.>?® He said that the clients and

MRopr gl ¢, pa. (1977).
Tali Kopre¢le¢ was also the construction supervisor a

Vo pr gl e, pla (1977) .

*2L The architectural competition was also an invited one, which was organized in 1960 by

the cooperative.

522

See the interview Sevil Buisa, brejofathe adnenisteatori hoard
members of the period, was the chairperson of the committee and Doj an Tekel i was in
that selection committee. Kézeéel kayak, G. (2009) Kme c

Mat baacél ék. p 86
%3 Tekeli, D. (2012) Mi mar | ék :. ZKst HSmplak: YKY.
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the architects came together almost every week during the first four years. During
these meetings, the architects argued about the art issue and tried to persuade
the businessmen to integrate the artworks into the building complex.?®
Apparently, the Cooperative of Retail Shops accepted to internalize and identify
their institution with these artworks, which is evident in the fact that they made two
publications, in 1969 and in 2009, both tell the story of the design and
construction processes together with the artworks.** (Figure 92-93)

However, sometimes in the private sector it can be difficult for the architect to be

persuasive, as in the case of the Chamber of Commerce Building in Istanbul.>?® It

was a competition based project®®’

and several artworks were incorporated both
inside and outsideofthebuilding.5280r han kahinler, the archite
said the project was difficult because of the struggle that he had dealing with the
administrative board. However, while one board hesitated to realize the

implementation of artworks, the next board supported the idea.

Perceiving the integration of artworks either as a mission or as an investment, the
examples could still be multiplied, indicating the possible existence of a
consciousness and sensibility towards the arts within the business community.
After all, the proper reasons for this consideration can be understood by
scrutinizing the art milieu and its relationship with the private enterprises during

sSee the interview with Dojan Tekel .

525¥zcan, N. ; BoBacea] | 5. ; O;YéIl maz, Ks;itadekle! i,
Mani faturaceéelar ve Ksmarbel arGgaekéSanaltkayakMat
(2009). Kmceden . KM&dwe bul : Beyaz Sayfa Matbaacel ek.

sSee the interview with Orhan kahinler.

2" The competition was held in 1963 and the jury memberswere Ak - er Faruk , Al sa-
Orhan,Bays al ¢Ha&kléestiko,j Il u Adnan El dem Sedat Hakke Er ke
Tabanl éojl u and Hayat.i Uran Fatin. Mimarl ék. (19
Mi ma nd4éepkld

528Thestained-glass wor ks of Neket G¢gnal, ¥zdemir Aitan
wor ks of Sadi ¢tal @&k andTamer Bakojlu and the cer
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the postwar years, which will be a vast topic beyond the scope of this thesis and

can be the issue of another study.

To summarize, it could be seen that the process of integrating artworks included
different paradigms that were unique to their very own conditions and far from
having a standardized procedure. As far as it is understood from the expressions
and the processes of the realized projects, it could not be culminated in a legal
arrangement such as an enactment, which would enhance and increase the
realized works as well as create a fertile ground for a possible reconciliation of art
and architecture. With reference to the oral interviews and the statements in the
written mediums, it is seen that the artists were more passionate for this
integration, putting forward their suggestions, defending the necessity of providing
a dialogue between the arts and the public, and by pursuing legislation. In fact,
this result could be predicted due to the concerns for the future of their profession.
Hence, the competitions took center stage to answer the demands of art and
architecture scenes. However, in the private initiatives remarkable results
emerged because of either the client
architect or a combination of bot h.
practices carried out under the private initiatives as experimental and where they
are believed to have contributed to modernist discourses and practices. Either
way, the key point directing the employment of the arts in architecture was the

particular needs that would satisfy both the client and the architect.

41.22.Ar ¢ hi tDealbgueé with the Artist

Within the network of 6 ¢ o | | a btbereastanother dimension to be examined. It
is the dialogue between the creators, meaning the architect and artist. As
previously stated, the actors involved in this solidifying process might be the
connected to each other through acquaintances or education. These individuals
had the chance to follow and witness the works completed by those from different
disciplines. At one point, the idea of a harmony and a collaborative work was
generated in those shared areas, where these creators could perceive possible
overlapping visions and aspirations amongst each other. So, there appear some
crucial questions to be asked regarding the process of this unity: How did they

work alongside with each other? Were there any attempts of @ollaboration6close
159
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to the idea of Gynthesis® If not, is it possible to speak about @ollaborationdto a
certain extent? In which circumstances can the process be defined as
@ollaborationd or not? How can we define the borders for any sort of

categorization?

When dealing with the essence of this dialogue, the ideal type implies teamwork
from the beginning of the project until the end, which is marked as the synthesis.
This type, as previously stated by the T ¢ r k  Gr u,grac&stpmaestality to a
total design within space through a consensus between the architect and the

artist. Despite t he intell ectual effort a
purpose, 0 no achievement was realized that
of this ideal.

According to archit e cdncodgassing and efeztgal unityt he mo ¢
within a structure occurs among the architect, the painter and the sculptor.®® But

how did the prominent figures dealing with the issue interpret and classify this

unity? Villanveua interprets the word integration as referring directly to the

product . He argues that there has to be a 0
space and the artwork.** Alternatively, Sert puts forward three types of

relationships & integrated, applied and related, which, | argue, are related to his

artistic poin t of Vi ew. By the term Aintegration, 0
concept of design and cooperation is necessary from the very beginning. When

the architect includes the artist at the later stages of construction and allocates a

certain place for his/he r art, he prefers to use the t

alludes to an independent process that could achieve a harmony unintentionally

by the end of the project without former agreement.®®" Architect Abdurrahman

Hancé describes two 1layl @s is hanging a gaintegoar t i st C
the wall and the other is making their artwork as part of the structure, thereby

9 12gi, U. (1999)Mi mar | ékta S¢-tki kkKBemnabilye np2BMe .
*% villanueva. (2010). p 42
*3L Tyrwhitt, J., Sert, J. L., Rogers, E. N. (1979). p 16
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more integral. He asserts that the artwork should be an indispensable part of the

structure meaning that removing it would be like removinga wal | or? a fa-ade.

| separated this issue into two parts in terms of the course of action for better

analysis, except from the &ynthesis6 As mentioned in the previous part,
&ynthesisbis defined as the ideal form of this @ollaborationd which could not be

achieved in reality. Hence, for the realized works, it is appropriate to analyze them

within the other means of classification. The first one refers to a planned process

and a designed relation by the archit e c t , w h i c dollaborationd Fdr thec a | | o]
second one, | would prefer to use the term dnsertion6 . insértiond the artwork

features within the structure after its completion without any forethought. This late

addition could be either the result of a deferred decision or an attempt to cover
architectural design flaws.

The Lido Swimming Pool could illustrate this kind of an unplanned arrangement,

in which the <columns i mit the artist Bedr i R
architect who practiced in the studio of Le Corbusier in Paris, designed the pool

and the building attached to it. Ey¢pojlu expr
which was his very first art panel work. Although in his article he has a positive

view about the architect, in which he is full of praise as he gave him the

opportunity to do this kind of a work, he does not refrain from complaining about

the four columns in front of his wall where he would do his painting. This was a

challenge for him but finally he dealt with these elements.>*® (Figure 94-95)

As previously stated, the placement of artworks at the METU campus was
initiated at the request of the client, Rector
was determined by the archiGeacty Klasajp-a&ndwBehr
was assigned to make an artwork for one of the walls in the entrance hall of the
Faculty of Architecture building, states that the architects did not agree to remove
the heating panel attached to a particular wall. (Figure 96) Instead, as she

*2Han Ag2008).Abdurrahman Hancé Y-a00®| KstRmbjuel:eli 1 @4mt &1 .
34

B E yépojl u, BctdRer 1) (Y & pv@Resim. | | kpp 1-3
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