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ABSTRACT 
 

 

AN AESTHETIC RESPONSE TO AN ARCHITECTURAL CHALLENGE: 

ARCHITECTUREôS DIALOGUE WITH THE ARTS IN POSTWAR TURKEY 

 

 

Yavuz, Ezgi 

Ph.D. Program in Architectural History 

     Supervisor: Assoc. Prof. Dr. Elvan Altan Ergut 

 

January 2015, 524 pages  

 

This study aims to analyze architectureôs dialogue with the arts in postwar Turkey. 

It attempts to comprehend the formation of the idea of ócollaborationô between arts 

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 ócollaborationô. The ultimate goal in this study is to understand 

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

particular context. Defined as an ñinterregnum,ò the mid-century modernism faced 

with an ñinternal critiqueò in terms of architectural discourse and production. This 

critical approach searched for new interpretations of the ñmodern,ò which was 

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 ñsituated modernismò in contemporary architecture in 

Turkey. 
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¥Z 

 

 

MĶMARĶ BĶR SORUNA ESTETĶK BĶR KARķILIK: 

ĶKĶNCĶ D¦NYA SAVAķI SONRASI D¥NEMDE T¦RKĶYEôDE MIMARLIĴIN 

SANATLA KURDUĴU DĶYALOG 

 

 

Yavuz, Ezgi 

Doktora, Mimarlēk Tarihi Lisans¿st¿ Programē 

     Tez Yºneticisi: Do­. Dr. Elvan Altan Ergut 

 

Ocak 2015, 524 sayfa 

 

Bu ­alēĸma, T¿rkiyeôde 2. D¿nya Savaĸē sonrasēnda  mimarlēĵēn diĵer sanatsal 

etkinlikler ile kurduĵu diyaloĵu analiz etmeyi ama­lamaktadēr. Araĸtērma, sanat ve 

mimarlēk arasēndaki birliktelik d¿ĸ¿ncesinin oluĸumunu ve bu iliĸkinin anlamēnē 

mimarlēk a­ēsēndan kavramaya ­alēĸmaktadēr. Bu nedenle ­alēĸma, dºnemin 

atmosferini bu birlikteliĵin d¿ĸ¿nsel altyapēsēnē ve pratiĵini ortaya ­ēkarmada 

ºnemli katkēlarē olan olgularē ve bu iliĸkide yer alan aktºrleri de i­ine alarak 

incelemektedir. Bu ­alēĸmadaki esas ama­, bu baĵlam i­inde modern mimarlēĵa 

modern sanatē dahil etmenin arkasēnda yatan niyeti anlamaktēr. Ara Dºnem 

(interregnum) olarak adlandērēlan ­aĵ ortasē modernizmi mimarlēk sºylemi ve 

¿retimi a­ēsēndan i­sel bir eleĸtiriyle y¿zy¿ze gelmiĸtir. Bu eleĸtirel yaklaĸēm, 

dºnemin ihtiya­larē i­in tatmin edici ve uygulanabilir ­ºz¿mler  sunmasē beklenen 

ñmodernò olanēn yeni yorumlarēnē aramaktadēr. Bu anlamda, bu ­alēĸma 

T¿rkiyeôdeki ­aĵdaĸ tartēĸmalarē ve ger­ekleĸen ºrnekleri, benzer tartēĸmalara ve 

uygulamalara tanēk olmuĸ daha geniĸ bir ­er­evedeki g¿ncel mimarlēk baĵlamēna 

referansla okumaya ­alēĸmaktadēr. Bu ­alēĸma, T¿rk mimarlēk ortamēnda da 

mimarlēk ve toplumun yakēnlaĸmasē ve yerel/evrensel arasēndaki ikiliĵe ­ºz¿m 

bi­imlerinde gºr¿len modern mimarlēĵēn yeniden deĵerlendirilme s¿recini de 

kapsamaktadēr. Sonu­ta araĸtērma, mimarlēĵēn plastik sanatlarla yeniden iliĸki 

kurma giriĸimini, tetikleyici etkenlerini, d¿ĸ¿nsel altyapēsēnē, iĸleyiĸ bi­imini ve 



vii 
 

savaĸ sonrasē dºnemde sanatsal, mimari ve genel sosyo-k¿lt¿rel baĵlamdaki yan 

anlamlarēnē da i­eren bir kapsam i­inde analiz ederek incelemekte; ve 

T¿rkiyeôdeki ­aĵdaĸ mimarlēkta ñkonumlandērēlmēĸ modernizmòe uyumlanan 

oluĸumu deĵerlendirmektedir.  
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CHAPTER 1 

 

 
INTRODUCTION 

 

 

The future will certainly belong to the effective collaboration between the three 
major arts: architecture, painting, sculpture.1  

 

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; 20th century architectural structures. Apart 

from traditional understanding of the previous centuries, it is argued that ña new 

architectonic complex of constructive activitiesò
2
 appeared in the 20th century that 

stimulated an interdisciplinary approach. The borders between these fields blurred 

and each crossed the boundary to the otherôs side. The way and basis of this 

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 architectureôs dialogue with other artistic 

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 

                                                 
1
 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 ñself-consciously 

experimentalò attitude, which burgeoned an ñunprecedented range of architectural 

solutions and experiments of competing visions and theories.ò
3
 This process, at 

the end of the 19th century, directed the trajectory to a ñre-evaluation of both 

architectural form and its audience.ò
4
 An investigation of a new vocabulary came 

out of this period, which led 20th century architects to deal with ñthe basic features 

of their languageò and separate them from ñartistic expressions.ò
5
  

 

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 

                                                 
3
 Bergdoll, B. (2000). European Architecture: 1750-1890. Oxford; New York: Oxford 

University Press. p 2 
 

4
 Bergdoll, B. (2000). p 4 

 

5
 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 
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productsô role in daily lives of people, which resulted in a new way of living and 

thinking, as well as new demands, in order to adapt to the new economic and 

political system.  

 

Indeed, this new social process, called ñmodernization,ò is an evolutionary path, 

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.
7
  

 

These advancements in the technological, political, social and economic fields, all 

of which affect the individual, are defined within the term of ñmodernity.ò
8
 But, as 

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.
9
  

 

In response to the ongoing developments, many movements sprouted up at the 

end of 19th 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 biggest aspects of the ñmodern.ò
10

 In architecture, this attempt is 

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

7
 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  
 

9
 Heynen, H. (1999) Architecture and Modernity. Cambridge, Massachusetts, London: MIT 

Press. p 10 
 

10
 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, 
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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 of the word ñmodern.ò But in a general 

sense, the most accepted and common belief about this term is that it embraces 

innovation and change at its origin.
12

  

 

The term ñmodernò commonly is described as a rejection of tradition to formalize 

the present and the new
13

, which is the way that it is used in the scope of this 

study. In this study, I 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 is also aware of ñits own modernityò and the 

struggle for ñchange.ò
14

  

 

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

ñwestò. With the changing circumstances and the balance of power throughout the 

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.  
 

11
 Ibid. (2002) p 9  

 

12
 Heynen, H. (1999) p 12 

 

13 Ibid. p 9 
 

14
 Colhoqoun, 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 

connection, the word ódialogueô is employed, which is emphasized in the main title 

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

describe the physical association, the word óunityô is used, which stands for simply 

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 

ósynthesisô, discussed in Chapter 2, is used to imply the phrase ósynthesis of 

major artsô, which was discussed in the western debates. The term ócollaborationô 

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 ósynthesisô, in 

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 ócollaborationô. As it will be mentioned in the part of ñDebates on 

Collaborationò, the Turkish art and architecture milieus constituted a discussion 

platform on the operational side of this approach that included synchronized 

working and a team spirit. That is why using the term ócollaborationô in the 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-20th century onwards, 

with regard to the very feature of its ñmodernò sense, i.e. with reference to the split 

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.  
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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 ñthe rationalization of the design process, the 

employment of industrial materials, and the production techniques that enabled 

the separation of structure from skin, and the invention of open plan.ò
15

  The 

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 mid-century modernism, which is entitled as an ñinterregnumò
17

 between 

modernism and postmodernism, offered a different rhetoric and practices from the 

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

architecture was an issue during the early the 20th 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, 

                                                 
15

 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 
 

16
 Goldhagen, S.W. (2000) p 309 

 

17
 Ibid. p 309 
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which she defines as ñpluralizing modernism.ò
18

 In fact, it appeared in various 

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 ñthe relationship of mass culture and new urban trends to 

democratic freedom, community and individual identity, and place,ò
20

 when they 

tried to, in her own words, ñreconceptualizing the modern.ò
21

 

 

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 ð  a ñsituated modernismò22 as defined by Goldhagen or, according to 

Geert Bekaert as ñan inevitable expression of the universal and its embedding in 

social reality and everyday life.ò23 

                                                 
18

 Goldhagen, S.W. (2000) p 318 
 

19
 Ibid. p 310 

 

20
 Goldhagen, S.W. (2000)  p 318 

 

21
 Ibid. p 321 

 

22
 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 
 

23
 Heynen, H. (2002) p 385.   
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Facing an ñinternal critique,ò postwar architecture began to question ñthe 

deficiencies intrinsic to modernismôs founding principlesò24 with reference to 

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.25 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
26

. However, this study aims to 

                                                 
24

 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 
 

25
 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.  
 

26
 Arda, F. (early 1970s) T¿rkiyeôde Baĸlangē­tan G¿n¿m¿ze Kadar Duvara ¢akēlē Mozaik 

ve Seramik Olarak Duvar Resmi. Devlet G¿zel SANATLAR Akademisi Sanatta Yeterlilik 
Tezi Ķstanbul: DGSA (unpublished) Supervisor : Bedri Rahmi Ey¿poĵlu. Yasa Yaman, Z. 
(1978). Cumhuriyet Dºnemi Duvar Resmi. Hacettepe ¦niversitesi, Sosyal ve Ķdari Bilimler 
Fak¿ltesi, Sanat Tarihi Bºl¿m¿ Mezuniyet Tezi, Ankara (unpublished). Yavuz, D. (2008). 
Mimarlēk-Sanat Birlikteliĵinde 1950-70 Aralēĵē. Mimarlēk, no 344, pp 70-76. Yēlmaz, A.N. 
(2006) Bir Mekan Estetiĵi: óGroupe Espaceô ve T¿rk Sanatēndaki Yansēmalarē. Cey Sanat, 
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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.  

Correspondingly, Bozdoĵan described postwar architecture 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, 18-22. Yēlmaz, A.N. (2007) Bir Mekan Estetiĵi: óGroupe Espaceô ve T¿rk 
Sanatēndaki Yansēmalarē? Cey Sanat, no 15, 36-42. Ka­el, E. (2007). Fid¿syer: Bir 
Kollektif D¿ĸ¿nme Pratiĵi. In M. Cengizkan, Haluk Baysal-Melih Birsel, pp 7-32. Ankara: 
Mimarlar Odasē. Bozdoĵan, S. and Akcan, E. (2012). Populist Democracy and Post-war 
Modernism. In Turkey: Modern Architectures in History, pp 105-137. London: Reaktion 
Books. Cengizkan, A. (2002). Bedri Rahmiônin bilinmeyen Mozaiĵi: Mimarlēk ve Duvar 
Resmi. In Modernin Saati, pp. 229-245. Ķstanbul: Mimarlar Derneĵi Yayēnē. Pillai, J. (2010). 
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approaches, which were adopted in the architectural realm.29 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 the1960s is that the number of architects, or in 

Tanyeliôs words the ñtechnocracy,ò increased dramatically and they were a part of 

the public building constructions of the 1950s, which showed this community 

played a considerable role in the ñconstructing the modernityò of the country.30  

 

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 works in the scope of the ócollaborationô. Therefore, 

this kind of an input on the ócollaborationô provides valuable insight on the effects 

                                                 
29
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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 ócollaborationô. This leads to the 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 of a óunityô to the practice of the ócollaborationô. This 

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 20th century, which leads to the 

theme of a ósynthesisô after the Second World War. The first section examines the 

discursive side of the relationship, which segues to the second phase: the 
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practical stage and the more intense discussions. The second part deals with the 

postwar period achievements and discussions about the subject that would be 

relevant in Turkeyôs case as well. This part of the study is essential in terms of 

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 underlying the architectural activity. In his article titled ñThe 

Social Economy of Turkey and Architecture,ò Somer Ural stated that architecture 

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 

                                                 
31
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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.32  

 

The postwar period is defined as the ñsecond major phase of Turkish 

modernity.ò33 It was not 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.34 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 

                                                 
32

 Ural, S.(1974). p 7  
 

33
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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 ócollaborationô between 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 ócollaborationô by 

presenting a rough definition of the conceptual meaning, the borders and the 

mechanism defining this collective act.  

 

On the issue of ócollaborationô, Chapter 4 aims to analyze the postwar architecture 

in Turkey, and examines the practice of the ócollaborationô between architects 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 one titled ñDesign of the Collaborationò examines the process, and 

the second part titled ñMeaning of the Collaborationò incorporates an interpretation 

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¿rk Grup Espas, which suggested 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 ócollaborationô, the actors are introduced and studied 

regarding their roles and their dialogues in the process. This network is analyzed 
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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 reason for ócollaborationô. 

 

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 ôcollaborationô. The 

presence of artwork is analyzed in two-stages: The section ñForm of the Artworkò 

ponders on the alignment of the artwork in terms of contributing to spatial 

formations. The ñFeature of the Artworkò section examines 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, ñMeaning of the Collaboration,ò tries to compile all 

previously mentioned analyses and information to reach a reasonable 

interpretation on the act of ócollaborationô. It tries to understand 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 discussions. In Turkeyôs case, it is 

asserted that the integration of the plastic arts into architecture aimed to insert an 

ñaesthetic qualityò and ñcivic-mindednessò to modern buildings.35 As a culmination 

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 

ócollaborationô by emphasizing the defining characteristics of the universal/local 
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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.36  

 

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 

discussion is formalized around the concept of ñsituated modernism,ò which is 

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.  
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CHAPTER 2 

 
 

TOWARD A óSYNTHESIS OF THE MAJOR ARTSô IN óMODERNô 
ARCHITECTURE 

 

 

In December 13, 1944, Le Corbusier presented his thoughts on the collaboration 

of art and architecture in a short article titled, ñSynth¯se des arts majeurs: 

Architecture, Peinture, Sculptureò in the newspaper Volont®37. He declared the 

synthesis to be ña plastic epicò that would be the topic of future studies and would 

create groups based on collaborative works.38  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 ósynthesis 

of major artsô. A general overview of this aspect will cover not only the mid-20th 

century postwar years but also the earlier struggles and interaction within the 

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

 

In the early years of the 20th century and even in the late 19th 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.   

 

                                                 
37

 Boesiger , W. (1999). Le Corbusier Oeuvre Complete vol.5 , Basel ; Boston : 
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The first part of the chapter examines the discourses of modern art and 

architecture in the early decades of the 20th 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 term ósynthesisô, and why it gained strength from the early 20th 

century onwards.  

 

2.1. Arts and Architecture in the Early 20th 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 19th 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 Richardsonôs argument as follows: ñOf all the sensations associated 

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

crowd.ò39  

 

As a result of the growing distance between various fields, architecture emerged 

as a more established and professionally defined discipline during the 19th 

century. This formalization was the result of such factors as an organized 

education system and the establishment of licensing and registration 

requirements.40 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 
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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] rationalized design and production, promoting greater efficiency while 
undermining the synthetic integration allowed by more purely artistic methods.41 

 

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 

connections to the past. J¿rgen Habermas describes this idea as the ñradicalized 

consciousness of modernity,ò which appeared during the 19th century, and 

resulted in a conflict between tradition and the modern-day practices.42  

 

Towards the end of the 19th 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 20th century.  

 

An early suggestion, at the end of the 19th century, came from Berlage. Paul 

Overy notes that ñBerlageôs ideas about the collective and the individual, and the 

ideological importance of the wall surface, had promoted an interest among artists 

in ómonumentalô or mural art and stained glass.ò43 Particularly, in his text titled ñArt 

and Society,ò Berlage speaks about the collaboration of the arts during earlier 

periods and discusses artistic development and its stages as ña period of growth, 

a golden age and a period of decline.ò Then, he applies the concept of ñunity in 

diversityò when defining the second stage of artistic development, in which he 
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sees as ñthe ultimate goal of all searching.ò44 Indeed, this statement is said to 

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

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

consideration of the role of architecture in a socialist society.ò45 After experiencing 

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 Lloyd Wrightôs atelier team - including engineers, landscape architects, 

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 art46. Another early example is the Belgian 

designer and theorist Henry van de Veldeôs house at Uccle, which was designed 

and built with the intention to integrate óthe synthesis of all artsô47.  

 

In addition to these examples that merged different areas into a cohesive whole, 

during the 20th 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 20th 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 
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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 ñontological identity between 

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

ñdrew formal inspiration from abstract art."48 The overall destination of these 

collaborations was moving towards universality and abstraction, which would 

foster more integration among the various disciplinesô. The influx of abstract art 

into architectural design is not considered a passing fancy.  There seems to have 

developed a bilateral relationship between them as it is revealed in Hitchcockôs 

statement: ñIt is the abstract art which speaks the visual language most intelligible 

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.ò49 Alfred Barrôs scheme, 

which was prepared for the cover of the exhibition catalogue ñCubism and 

Abstract Artò in 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 20th 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 Cubism50, which included the concept of 

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

 

49
 Hitchcock, H. R. (1948). Painting Toward Architecture. New York: Duell, Sloan and 

Pearce, p 45. 
 

50
 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.   
 



22 
 

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 Giedion, Braqueôs and 

Picassoôs works, which use artistic means for spatial conceptions, gave Cubism 

the chance of expanding into the field of architecture51.  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 

Cubism52.  

 

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 ñOzenfantôs sort of Cubism, called Purism, had perhaps 

inspired Le Corbusier in his search for sources of formal inspiration for a new 

architecture.ò53  

 

A bringing together of art and architecture was also witnessed in Futurism54. 

Filippo Marinetti published his article titled ñFuturist Manifestoò in 1909 in Le 

Figaro and the art world first encountered the buzz words  of mobility and speed, 

which indispensably found their way into architecture as ñthe representation of 
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movement and its correlates: interpenetration and simultaneityò55. In 1917 

emerged Constructivism56, which had a close relationship with architecture and 

propounded dynamism. The prominent figure, Russian artist Kazimir Malevich 

published the ñSuprematist Manifestoò in 1915 and as in Constructivism, 

Suprematism57 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 

group58. Their manifesto was announced in 1918, which asserted the main goal 

as ñthe organic combination of architecture, sculpture and painting in a lucid, 

elemental, unsentimental construction.ò59 J¿rgen Joedicke defines the scope of 

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, 
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striving always to move away from the hazards and accidents of individualism 
to a collective universal view.60  

 

This type of collaboration crystallized in notable examples such as the Aubette 

project in Strasburg by Van Doesburg, Hans Arp and his wife; Rietveldôs design of 

the Schrºder house in Utrecht; and also J.J.P. Oudôs Caf® Unie in Rotterdam. 

 

In close cooperation with Mrs. Schrºder, the owner of the house, Rietveld 

designed the Schrºder house (1924-5) apllying similar approaches seen in De 

Stijl paintings. The house is seen as ñthe embodiment of the most recent De Stijl 

principles.ò61 It transfers two-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 among ñthe four leaders of modern architectureò62, J.J.P. Oud completed 

a design that displays formal characteristics of Neoplastisicm. His Caf® de Unie 

(1925) is stated as ña three-dimensional graphic design 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 

interior.ò63 ( 
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Figure 3) This project, similar to the Schrºder House, 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 13th century building 

that was renovated during the 18th century. As part of the project, Hans Arp and 

his wife Sophie Taeuber-Arp were initially commissioned to design a caf®, a 

restaurant, a cinema and a ballroom ( 

Figure 4). Van Doesburg created diagonal shapes in the dance hall, which is said 

to ñbreak open the rigid box of the roomò64 and ñmade color, expressed in non-

balanced counter composition, destroy and recreate existing architectural 

space.ò65 In contrast, Arpôs caf® design has biomorphic shapes and Taeuber-Arpôs 

tea room and foyer bar are ñmuch more geometric and abstract, using colors and 

shapes inspired by the wall paintings of Pompeii.ò66 

 

Principally, Theo van Doesburg focused on cooperation within architecture in 

order to bring people and art closer. In the essay ñNotes on Monumental Art,ò he 

states that, ñby developing a ómonumentalô painting in conjunction with 

architecture it would be possible óto place man within painting instead of in front of 

it and thereby enable him to participate in itô.ò67 He also published a text titled 

ñVers Une Construction Collectiveò in 1924, which was prepared for the 

Rosenberg exhibition held in 1923. This exhibition at Rosenbergôs gallery 

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, 
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mentions one of his texts, ñthe Struggle for the New Styleò, where he evaluated 

ñthe architectonic character of paintingò as if ñdictating the way towards collective 

construction.ò68 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 ñArchitektur-Programm.ò It advocated collaboration among the 

disciplines and declared that ñthere will be no frontiers between the applied arts 

and sculpture or painting. Everything will be one thing: architecture.ò69 Later, the 

group Arbeitsrat F¿r Kunst (Work Council for Art) developed Tautôs assessments. 

This manifestation implied one more time that ñArt and people must form a unity. 

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 under the wing of a great architecture.ò70 In 

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: ñWhen 

integrated with architecture as a meaningful whole (Gesamtkunstwerk), the 
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pictorial arts, and even music and drama, become directly connected with life.ò71 

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 ñUnknown Architectsò. 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.72 

 

Shortly after, Walter Gropius,  a member of the Arbeitsrat F¿r Kunst and founder 

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 ïsculpture, painting, handicrafts, and 
the crafts- as inseparable components of a new architecture.73  

 

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 19th century 

into the early 20th century provided initial footing for collaborative achievements, 
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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 basic colors and transparency, fa­ade organization, the arrangement of free-

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 exhibition book ñInternational Style,ò Hitchcock 

defined some particular rules regarding international style. While he explains the 

third principle called ñThe Avoidance of Applied Decoration,ò he advocates works 

of art, and declares that ñrelated subordinate works of sculpture and painting have 

on occasion been successfully used to decorate contemporary buildings without 

degenerating into mere applied ornament.ò74 He admits that there has not been a 

conscious and determined collective work for the integration of artworks, but 

despite this fact, he thinks that ñthere is an opportunity here for collaboration, 

which may well in the future lead to brilliant results.ò75 After the Second World 

War, this attitude would go beyond from a mere interplay among the visual and 

plastic arts to their synthesis. A new assemblage and a new mode of ñre-

approachmentò76 would appear.  
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2.2. The óCall for a Unityô of Arts and Architecture in the Postwar Era 

 

In 1947, the International Congresses of Modern Architecture (CIAM),77 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 
questions have taken on a new significance for everyone.  At the same time 
technical progress has been accelerated. [é] The technique of planning has 
also moved forward [é] these factors are together responsible for a new 
conception of integrated planning which is now emerging. Allied with this is a 
new contemporary consciousness that finds its definitive expression in the 
arts.78  

 

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 ñsynthesis of major 

artsò to 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-20th century produced 
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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 20th 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] members 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.79  

 

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.  
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The United States camp and the Soviet Union camp began to ñdominate the 

international scene in the second half of the short twentieth centuryò and ñthe 

governments of both superpowers accepted the global distribution of force.ò80 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.81 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.82 The Treasury Department 

program then required that one per cent of total building costs should be reserved 

for art expenses83 ( 

Figure 6). 

 

Dore Ashton, who clarifies the official position of New York City in her publication 

ñThe City and Visual Arts,ò asserts that, by this proposal, artists had turned out to 

                                                 
80

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

 

81
 Doordan, D. (2002). Twentieth Century Architecture. New York: H. N. Abrams, p. 132.  

 

82
 Redstone, L. (1968). Art in Architecture. New York: McGraw-Hill. p. vii. 

 

83
 Bittermann, E. (1952). Art in Modern Architecture. New York: Reinhold Publishing 

Corporation. p. 8. 
 



32 
 

be an essential part of the American society.84 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.85  Damaz points out that, after 

the war years, ñOld European countries, having lost much of their economic and 

military strength, struggle to maintain their ascendancy in intellectual and artistic 

fields,ò86 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 ña more direct contact with the 

people, in order to better their material surroundings and satisfy their emotional 

needs.ò87  

 

In the aims of CIAM 6, this postwar period was stated as witnessing ña trend 

toward the reintegration of the plastic arts ï architecture, sculpture and painting - 

and thereby toward a clearer understanding of contemporary forms of artistic 

expression.ò88 Naming the new age as ña period of great collective worksò, 

Antoine Pevsner declared in 1947: 

 

A revolution is imposed on the arts [é] on the road to new research of which 
the guiding idea is the attempt at a synthesis of the plastic arts: painting, 
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sculpture and architecture. [é] a period of great collective works; that it will 
witness the execution of imposing constructions in vast urban spaces.89  

 

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, in Margaret Crawfordôs view, after the Second World War, in relation 

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.90 An 

example of cooperative office model, she refers to Walter Gropiusôs project: 

  

In 1945, Walter Gropius attempted to restructure professional practice into a 
more socially useful form by establishing a new firm, The Architectôs 
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.91  

 

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 spirit of our age. [é] In short, we felt that there 
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.92  
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Joan Ockman calls this period as ñinterregnumò between modernism and 

postmodernism, which addressed the important transitions and revisions in the 

concepts of modern architecture. Her description, ñthe integration of more 

humanistic concerns and recovery of premodernist and anti-modernist themesò 93 

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.94 From todayôs perspective, there was an ñanxiety about the 

adequacy of contemporary architectural culture to cope with positively influenced 

society in its new state.ò95 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?  
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Scully argues that modern architecture ñhas acted as much more 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 condition itself.ò96  In this sense, there seems to be 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: ñwe affirm today the 

necessity for a new conception of architecture satisfying the spiritual, intellectual 

and material needs of present day life.ò97 So, it can easily be observed that the 

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.98  
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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 focus on peopleôs 

emotional states, which could be achieved by an integration of the arts. This idea 

is also clearly reflected in Giedionôs statement:  ñIf we really agree the right of the 

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

no longer be regarded in isolation from their sister arts.ò99  

 

A similar opinion about this integration, basically, serves to remove the plain 

appearance of modern architecture by adjusting its primary principles. As 

Theodore Prudon gives this quotation in the article ñArt, Architecture and Public 

Space in New York, 1950-1970ò:  

 

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.100  

 

From a retrospective view, Horacio Torrent elucidates the parts that critically 

questioned modern architecture as ñovercoming constructive objectivity and 

absence of social representationsò101 Likewise, when Lewis Mumford criticized the 

rational approach, he found the solution by combining ñobjective functions with 

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

social commitments, and personal values.ò102  

 

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

monumentality appeared.  Kenneth Frampton defines the period as follows: ñthe 

year 1945 appears as the watershed between the socially committed ethos of the 
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New Deal and an incipient impulse towards monumentality.ò103 A declaration, 

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 ñNine Points 

on Monumentalityò in 1943 which was prepared, at first, for the American abstract 

artists but later on published in 1958 for the first time in Giedionôs book 

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

monumentality ñin terms of a truly modern, democratic, and public sphereò104 

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 fulfillment. They want their aspiration for 
monumentality, joy, pride, and excitement to be satisfied. [é] a monument 
being the integration of the work of the planner, architect, painter, sculptor and 
landscapist demands close collaboration between all of them. [é] most modern 
architects have not been trained for this kind of integrated work.105   

 

Giedion later published in 1944 as a part of his essay titled ñThe Need for a New 

Monumentalityò106 that again revisited this concept. Here he talks about the 

reconquest of the monumental expression, which he categorizes as ñthe third 

stepò and ñthe most dangerous and the most difficult stepò of contemporary 

architecture.107 
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Joan Ockman says that both these statements tried to ñplace monumentality 

within the historical evolution of modernism itself.ò She claims that ñits new task in 

the postwar period would be the reorganization of community life through the 

planning and design of civic center, monumental ensembles, and public 

spectacles.ò108 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 

ñmonumental expressionò via an integrated work between different art 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 ñThe Wall, The Architect, The Painterò, speaking to the 

architects: ñYou 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.ò109  
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In 1934, the group lôArt Mural published their text in the journal Cahiers DôArt 

where they talked about collective work and about their main goal which was to 

ñrecreate the linkò between the architect, sculptor 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 lôArt Mural that would show a 

means for this vision110 ( 

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 

lôArt Mural, situates the mural to an essential status and sees it as the outward 

manifestation of the collective act. His argument is as follows: ñIn order to address 

the problems created by mechanization, the society would have to organize itself 

collectively, and the mural would be the ideal symbol for that collective will.ò111  

 

In addition, the journal LôArchitecture dôAujourdôhui became 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 LôArchitecture dôAujourdôhui was the means by which theoretical 

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 Andre Blocôs article in the ñArt et 

Architectureò section. In his essay, ñsculpture dôaujourdôhuiò, Bloc commented on 

the topic, ñsynthese des arts majuers: architecture-peinture-sculptureò (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, 
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Savina, Leger, Miro, and Jean Lur­at, and dealt with the question of artistic 

collaboration.112 Le Corbusierôs article titled ñIneffable Spaceò (originally ñEspace 

Indicibleò) 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.113  

 

Based on this assessment, emotional aesthetic is at the forefront of Le 

Corbusierôs concept of space. 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. 

 

 ñThe Questions of Aesthetics and of Architectureôs Relationship to The Other 

Artsò 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.114 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:  
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Many of the most creative architects of our time are only able to execute a 
small fraction of their lifeôs work, and artists inspired by the modern spirit are 
normally completely banned from public work. How can they develop contact 
with people, if all public works are in the hands of ñroutineersò and 
businessmen?115  

 

Under the title of ñThe Impact of the Sister Arts: Relation between Architects, 

Painters and Sculptorsò, 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: ñwhy do the 

architects and sculptors not collaborate from the beginning?ò116 Coming from a 

different perspective, the group MARSôs questionnaire pondered on the 

ñemotional reactions of the common man to modern art, and especially to 

architecture.ò117  

 

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 ñcommon manò, and approached the 

subject on the foundation of possible reactions by people towards modern art and 

architecture.  

 

Continuing, they recognized another phase defined by Giedion: ñNow we 

consciously promote another step. A step towards a rather intangible subject: 
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aesthetic problem or, you may prefer to say, emotional expression.ò118 A new 

stage that is comprised of emotional expression with the stress on aesthetics put 

the needs of the ñcommon manò to be included 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 Mumfordô argument: 

 

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 impoverishedé119 

 

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

however, it is an important instrument to reach ñinto inner chambers of the human 

personalityò120 Along the same lines in Torrentôs words, ñthe aesthetic ideals had 

been primarily located in the field of production of art works, neglecting the 

ócommon peopleô, stepping back and away from the expectations of the general 

public.ò121 

 

In 1949 at the Bergamo meeting a permanent CIAM commissions were formed. 

One of them was the ñRapport Des Arts Plastiquesò, 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 and Richardsôs efforts 

to push CIAM discussions forward on the issue of aesthetics122 (Figure 9, Figure 

10, Figure 11). 
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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.123 

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.124 

(Figure 12). During this deliberation, Le Corbusier suggested the creation of a 

center to experiment on what the plastic arts could do for architecture.125 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 uplifts the spirit of the people. [é ] formalism is born from the abyss 
created by the capitalists between art and reality, between Dichtung and 
Wahrheit. Artists detached themselves from life and started to create art for 
artôs sake.126 

 

In Commission II, 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 

section ñlôUrbanisme et la Synthese des Artsò, it is stated that, in order to gain a 

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, 
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along with a sincere team spirit.127  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 ñperforming once more a social functionò; and the formula for 

the alliance would be ñthrough a synthesis of efforts and in true communion as a 

single team.ò128 Redstone associates this endeavor to the cityscape, where 

business corporations lately recognized the importance of art pieces and their 

impression on the publicôs mind; and also, it would be a good business to satisfy 

them alongside the desires and needs of the people.129 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 Italian 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 

everyday journey for the man on the street.130  Likewise, the Russian sculptor 

Naum Gabo stressed the social framework:  

 

Art should attend us everywhere that life flows and actsé at the bench, at the 
table, at work, at rest, at play; on working days and holidaysé at home and on 
the roadé in order that the flame to live should not extinguish in the 
mankind.131  
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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 ñcommon manò would interact and experience the 

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

phase, the artists, in Villanuevaôs terms, ñgo into another one which announces 

human intervention as a symbol of social adherence, of human and collective 

kindness, as a mark of responsibilityò.132 This social aspect 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.  

The theme was ñThe Heart of the Cityò and the focus of the meeting was ñThe 

Coreò (Figure 13, Figure 14). Jose Louis Sertôs article, titled ñCenters of 

Community Lifeò, contains a section named ñArchitecture, Painting and Sculpture 

in The Coreò that calls specific attention to this issue. Sert points out that ñnew 

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

architectural vocabulary.ò133  

 

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 

ñPainting 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 education, to be submitted to their judgment.ò134 Sert also 

asserts the relationship between architecture, painting and sculpture as: 
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ñintegrated, applied and related.ò135 The discussions that took place at this 

meeting focused on the definition of ñThe Coreò and the necessity of the 

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 placed on the planning of ñThe Coreò. Along with taking into 

consideration car traffic and pedestrian access, they paid attention to the 

cooperation of the visual arts as a crucial part of ñThe Coreò. In addition, the 

matter of human scale in ñThe Coreò was labeled as one of its uixed 

characteristics regardless of the dimension of the city.  Hence, it was described as 

fertile ground, which was ñthe expression of general factors of human nature and 

organic life.ò136 An expression of ñThe Core as a Centre of The Artsò was 

suggested to offer a platform for the publicity of the arts and to be an instrument in 

achieving a social function.137  Likewise, at the 1953 CIAM meeting held in Aix-

En-Provence, the subject of the human scale was brought up: ñStudies 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 manôs immaterial aspirations and desires.ò138   

 

Connecting social responsibility and care, Martin Van Schaik declares a similar 

assessment when referring to Constantôs ñThe New Babylon projectò, which is 

another remarkable reflection on the act of collaboration: ñcreativity need not to be 

a social divider: it can be glue as wellò.139  Dating back to 1956, Constant tried to 

create a project where art and everyday life merged and reflected a collective will 
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- in Martin Van Schaikôs terms, ñblurring art and lifeò140 and ñtransformational 

game played in social space collectively.ò141 According to Constant, ñit is time for 

the painter to abandon his ivory tower of personal expression, to enter space and 

within it, engage in society.ò 142 

 

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 form143 

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

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

Musee dôArt Moderne, argued for ñthe coming union of the arts as a reaction to 

the introverted and hermetic nature of modern art before war.ò144 He specified: 

ñAfter a period of exhausted individualism will come a period of effort that aims for 

some kind of collective action, no longer fragmented in character, but harmonious 

and reconciledò. 145  

 

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 
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dwelling. The greatest contemporary artists are, in fact, directly or indirectly 
linked to our associations.146 

 

In Le Corbusierôs essay ñA Synthese des Arts Majeursò, this attitude was 

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.147  

 

A critical viewpoint about the subject was articulated by Herbert Read148 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 
a new social eliteé149 

A typical justification of this position is Damazôs, who juxtaposed 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.150  
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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 ñsets in opposition to 

the totalitarian ideologies of Soviet-bloc communism and proposes a global order 

founded on peace, human rights, international understanding and co-

operation.ò151  

 

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 20th century, this path was considered to 

be more related to social equality and to address large communities.  With regard 

to this, Ozenfant expressed abstract language as ña language that is felt (not 

symbolical), and which is that of all great universal and permanent art.ò152 Also in 

1948, Hitchcock mentioned in his book óPainting toward Architectureô about the 

richness of abstract art and its contribution to architecture. Actually, he believed 

that free formed and colored paintings or sculpture would correlate successfully 

with ñthe geometrical and spatial character of the architecture itself.ò153 Similarly, 

Damaz confirmed that ñabstract art was seen as more impersonal and 

meaningless and therefore more collective and democratic in its reception.ò154  

 

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:   
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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. [é] Contemporary architecture cannot expect to dictate 
the evolution of contemporary painting, but it offers fields more considerable 
than the framed canvas panel.155  

 

Le Corbusier explains the synthesis as ña new spiritò which, in Von Moosôs words, 

ñstands for a way of thinking and, by implication, the spirit of an entire era ï and 

not primarily for the idea of the total work of art, the Gesamtkunstwerk, comprising 

painting and sculpture under the aegis of architecture.ò156 The fact that Le 

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 ñsad walls where nothing is happeningò157 (Figure 15).  Therefore, he 

created fifteen murals here,158 which are seen as significant contributions to his 

ñplastiqueò feeling and reflected his plasticity in architectural works.159  

 

Pearson explains the meaning of the synthesis, based upon Hegelôs theory of 

dialectics, and separates it from the attempt of integration. According to his view 

in order to achieve synthesis, ña thesis and antithesis had to be postulated, and 

this certainly went beyond an integration of art and architecture.ò160 With respect 

to his argument, those opposite sides, meaning art and architecture, have to 

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

manifestation of the broader dialectic of art and science, and hence the goal of a 
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synthesis of the arts, the humanization of a purely technological architecture, had 

a deeper symbolic significance.ò161  

 

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 [é] in the artistôs capacity to create a 
synthetic and self-consistent world, [é] a world compounded of these 
contradictions. [é] Art is what it has become the fashion to call a dialectic 
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.162 
 

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: ñwhatever may be the nature of the relationship of art and society, 

the work of art itself is always the creation of an individual.ò163 He defines explicitly 

two opposite facets of art, the individual and universal character, in the statement: 

ñherein lies one of the basic paradoxes of human existence: art is the pattern 

evolved in a complex interplay of personal and societal processes of 

adjustment.ò164  

 

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, as ñintegral, applied and 

related.ò The operation 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 
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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.165  

 

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 ñintegrationò. It might be recognized as a synthesis where there exists an 

intimate bond among the visual arts. Similarly, indicating the deeper values in the 

concept of ñintegrationò, Villanueva portrays it in this way: ñOn the other hand, 

integration is the product, not only of the understanding of the common proposals, 

but also of the necessary subordination between the different expressions.ò166 

Still, Sert defines the term ñappliedò as follows: 

 

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.167  
 

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 

last sort of cooperation, which seems a superficial one, is ñrelatedò. Sert defined it 

as they may relate to each other although they have their own positions168    

 

Akin to this analysis, Gropiusôs 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: 

 

écannot consist in putting sculpture and painting in appropriate architectural 
locations or even natural ones, even when they are very appropriate, because 
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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.169 

 
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 

ñorchestral conductor of this collaborationò.170 Torrent adds to the process of 

synthesis by describing his own concept of the principle characterôs role in the 

collaborative process: the ñartistic conceptionò that might allude to an individual 

dealing with diverse fields.171  

 

Better examples for the operation of synthesis could be some groups dealing with 

the ósynthesis of major artsô apart from the announcements and reports shared at 

several CIAM meetings. Specifically within the Parisian cultural milieu there were 

some groups such as the Union pour lôArt, Association pour une synthese des 

arts plastiques172, Group Espace and a meeting of the minds around a leading 

publication, LôArchitecture dôAujourdôhui. In the group known as Union pour lôArt -a 

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 Bloc173 who convinced Le Corbusier to be a founding member of 

the group in 1936174 and whose ñrapprochement of art and architectureò was said 
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to be owing to the influence of Le Corbusier.175  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 Corbusierôs two exhibitions, one in 1953 at the 

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

at Lyon in 1956 were important moments that drew attention to ña tendency 

towards unityò176 (Figure 16, Figure 17). The influence of Le Corbuiserôs work 

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 sought ñto prepare the conditions of an 

effective collaboration between architects, painters, sculptors, and plasticians, 

and to organize, through plasticity, the harmonious development of human 

activities.ò177 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 

obligation178 (Figure 18).  

 

A significant practice was ñPorte Maillot 50ò, which was comprised of contributions 

by prominent figures. The idea was creating a ñplace for the building of 

synthesisò.179 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, 
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which could be demounted and sent to other countries as well. But unfortunately, 

this project was not realized180 (Figure 19, Figure 20, Figure 21). 

 

In conclusion, differing from the attempts that emerged in the early years of the 

20th 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 

raised the concept of ñSynthese des Arts Majeursò and sought for suitable 

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 

new sphere for the relation between aesthetics and ñcommon manò. Art seemed 

to decide to enter the social arena with a new display approach, the permanent 
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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 different181. 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.  
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CHAPTER 3 
 

 

THE IDEA OF A óUNITYô OF 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 ócollaborationô between architecture 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 

ócollaborationô emerge? How was this inclination put into action?  

 

3.1. The General Context  

 

A brief overview on Turkeyôs general context of the day is significant in 

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.182 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.183  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.184  During, the postwar years, Turkey became a more 

integrated part of the Western world and merged with its existing capitalist 

system.185  By participating in the Marshall Plan186, 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.187 Instead 

                                                 
182

 Z¿rcher, E.J. (2000). Modernleĸen T¿rkiyeônin Tarihi. Trans Y.S. Gºnen. Ķstanbul: 
Ķletiĸim. p 314 
 

183
 Feroz, A. (1993). The Making of Modern Turkey. London; New York: Routledge. p 107 

 

184
 Feroz, A. (1993). p 118 

 

185
 Z¿rcher, E.J. (2000). p 341  

 

186
  According to H¿seyin Baĵcē, Marshall Plan can be interpreted as a measure in 

political, military and economic terms to protect Europe against the imperialist policy of the 
Soviet Union. Baĵcē H. (1990). Demokrat Parti Dºnemi Dēĸ Politikasē. Ankara: Ķmge 
Kitabevi. p 8  
 

187
 Z¿rcher, E.J. (2000). p 327  



59 
 

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 countries as a ñwarehouseò. It was a move that focused on agriculture 

rather than industry in early 1950s. In order to fulfill this task of being a 

warehouse, Turkish agriculture began to be mechanized and transformed.    

 

In line with the DPôs argument to make Turkey a ñlittle Americaò, which came 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.188  This signifies the deficiency of many 

types of construction materials as well.    

 

The Law on the Encouragement of the Investments by Foreign Capital (Yabancē 

Sermaye Yatērēmlarēnē Teĸvik Kanunu) was passed in 1951, with the aim to invite 

foreign capital investment in Turkey in several fields such as industry, energy, 

public works, transportation, tourism and natural mining resources.189 Later, in 

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

Investments by Foreign Capital (Yabancē Sermayeyi Teĸvik Kanunu).190   

 

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

the investment in the private sector was foreseen during the period between 1950 

and 1960.191 However, despite the fervent speeches supporting liberalism, 

approximately 40-50 percent of the investments had to be carried out by the 
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state,192 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.193  Ķlhan Tekeli defines this period as a 

transformation process that encompasses changes in various levels, in the 

economy, in social institutions and even in class structure194.  

 

Tekeli examines the time interval from 1950 to 1980 in a two parts: 1950-1960 

and 1960-1980195. In terms of building facilities, he defines the period between the 

years 1950-60 as a ñsearch for an international solutionò that alludes to the effects 

of the new political orientation with populist approaches and better international 

relations.196     
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According to Tanyeli, after the Second World War, the political circumstances had 

influences directly on architecture, 197 which explain the unavoidable relation 

between architectural production and the political attitude adopted during the era.  

Similarly, G¿ls¿m Baydar claims that the ideology of architectural profession 

paralleled the political ideology of the time.198 For her, this choice was nothing 

less than maintaining their very own positions in professional manner.199 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.  

 

In Baydarôs interpretation, for Turkish architects, the second quarter of the 

twentieth century is stated as an interval in redefining their ñcollective 

identitiesò.200 In fact, 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.201 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 1954.202 The formation of the Chamber changed the 

                                                 
197

 Tanyeli, U. (1998) 1950lerden Bu Yana Mimari Paradigmalarēn Deĵiĸimi ve ñReelò 
Mimiarlēk. In Y. Sey, 75 yēlda Deĵiĸen Kent ve Mimarlēk. Istanbul : Tarih Vakfē Yayēnlarē 
(pp 235-254). p 239 

 

198
 Baydar, G. (2012). Osmanlē-T¿rk Mimarlarēnda Meslekleĸme. Ankara: Mimarlar Odasē  

p119 
 

199
 Ibid.  p 119  

 

200
 Baydar, G. (2012). p 119  

 

201
 ¦nalēn, ¢. (2002). T¿rk Mimarlar Cemiyetiônden Mimarlar Derneĵi 1927ôye. Ankara: 

Mimarlar Derneĵi 1927. p 28 
 

202
 Ersin, N. (2013). Sºzl¿ Tarih Toplantēlarē-2, 13 aralēk 2003, 1954-1960  



62 
 

procedure of public architecture in the sense that it fell under as a newly 

authorized organization that controlled the competitions and oriented architectural 

styles.203 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 

1948.204 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 

agenda.205 (Figure 22, Figure 23) Even Turkish architects made the suggestion 

and attempted to hold the meeting of UIA in 1955 in Ķstanbul.206  

 
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 (Denizcilik Bankasē, set up to support the 

Turkish maritime sector), the Turkish Petroleum Corporation (T¿rkiye Petrol 

Anonim Ortaklēĵē, TPAO, National Oil Company of Turkey), Meat and Milk Board 

(Et ve Balēk Kurumu), Petrol Ofisi (a fuel distribution and oil company) and 
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Tourism Bank (Turizm Bankasē) were established. In addition, other public finance 

institutions including S¿merbank, Etibank, Halkbank ve Agricultural Bank (Ziraat 

Bankasē) were appointed to the industrial investment plan.207 

 

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 Pension Fund (Emekli Sandēĵē), the 

Agricultural Bank (Ziraat Bankasē) and Tourism Bank (Turism Bankasē) all of 

which were state institutions, the state partnered a wide range of construction 

projects from markets to hotels and casinos.208  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 of todayôs 
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leading companies could be traced back to this particular period.209  Besides, 

during the 1950s, the banks began to contribute to the artistic realm although it 

could be regarded as inefficient and a limp attempt.210  

 

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.211 These relatively risky initiations would become important 

for producing according to the new requirements and, thereby were merely 

response to the marketôs supply and demand.  

 

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 
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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, ï albeit, polemical in 

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

sectorôs initiatives, particularly the ones in the industrial area, would be the best 

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.213 These new themes also manifested themselves in the 

architectural realm because of professional activities as well as theoretical 

approaches.  
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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 

stamp noted as ñarchitecture is in the service of the societyò on all the envelopes 

and papers that were used for its correspondences.214  

 

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. 
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3.2. Forming a óUnityô 

 

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 ócollaborationô 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 education215 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 

Rahmi Ey¿poĵlu, was also the 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 ñBuilding and Paintingò, 

published the same year.216 Hence Ey¿poĵlu could be considered a guide in 

determining the period that should be analyzed. In addition, discussing 

Ey¿poĵluôs, as well as his 1930s contemporariesô education, as pioneers in the 

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. 
 

216
 Ey¿poĵlu, B.R. (1943,1 October). Yapē ve Resim. ¦lk¿, pp 1-3.  
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follows: Academy of Fine Arts217 (G¿zel Sanatlar Akademisi), Ķstanbul 

Engineering School (Ķstanbul Y¿ksek M¿hendislik Okulu218), Ķstanbul Technical 

School (Ķstanbul Teknik Okulu219), Middle East Technical University220 (Orta Doĵu 

Teknik ¦niversitesi); and also two other schools that were focusing solely on art 

education were the School of Applied Fine Arts (Tatbiki G¿zel Sanatlar Okulu221) 

and the Gazi Education Institute Art-Work Department (Gazi Eĵitim Enstit¿s¿ 

Resim-Iĸ Bºl¿m¿222).   

                                                 
217

 The school was founded in 1883. In 2004, the name of the school was changed as 
Mimar Sinan G¿zel Sanatlar ¦niversitesi. 
 

218
 In 1941, the architecture department was founded. The school was named as Ķstanbul 

Y¿ksek M¿hendis Okulu in 1941 and in 1944, Istanbul Technical University.   
 

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

named as Ķstanbul Technical School (Ķstanbul Teknik Okulu). Afterwards in 1969, the title 
became Ķstanbul Devlet M¿hendislik ve Mimarlēk Akademisi and in 1982, Yēldēz University. 
Finally, in 1992, the name of the school was changed as Yēldēz Technical University. 

  

220
 The School was founded in 1956. 

 
221

, Founded in 1957, the School of Applied Fine Arts (Tatbiki G¿zel Sanatlar Okulu) had 
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.  
Ķslimyeli, N. (1966, August) Okulun Tarih­esi. Ankara Sanat. 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 the school is defined as ñthe biggest moveò in the convergence of 
public and art.  ¥vkēvan­, B. (August 1966). Okulda Yetiĸenler, Ankara Sanat. p 19. 
Important names, performing collaborative works, such as Mustafa Pilevneli and Jale 
Yēlmabaĸar graduated from this school. In 1983, the institution was integrated to the 
Marmara University and was named as  Faculty of Fine Arts. 
 

222
 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. (2009). Gazi Eĵitim 
Enstit¿s¿ Resim-Ķĸ Bºl¿m¿ ve Bauhaus. In Bauhaus: Modernleĸmenin Tasarēmē (pp-277-
302) Ķstanbul: Ķletiĸim Yayēnlarē. p  293. An intriguing 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.223 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 institution224. 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 

Department225. I 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 (Gazi Eĵitim Fak¿ltesi G¿zel Sanatlar Eĵitimi 
Bºl¿m¿ Resim-Iĸ Anabilimi). 
 

223
 See Appendix E 

 

224
Gezgin, A. ¥. (2003). Emre Zeytinoĵlu.  Akademi'ye Tanēklēk 1: Resim-Heykel. Istanbul: 

Baĵlam. p 16 
 

225
 In the Architecture Department of the Academy between the years 1927-1940, E. Egli, 

B.Taut, A. Vorhoelzer, H. Sch¿tte worked respectively. After 1941, the presence of foreign 
scholars at the department came to an end. Sºylemezoĵlu, K. (1973, February). Mimarlēk 
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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 1937226, 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 

between architecture and sculpture, and said: ñSculpture is the synthesis of 

plastic arts and space. [é] the thing which is important for me and causes a 

change is the collective work with architecture.ò 227 He also asserted that 

architecture, painting and sculpture are intended to reach a unity.228   

 

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 

study229. They were expected to return and teach at the Academy by applying 

                                                                                                                                       
Forum. Mimarlēk. (pp 24-33). p 26. For the detailed information of the service duration of 
the instructors see Appendix B.  Source, Sºnmez, Z.. (1983). G¿zel Sanatlar eĵitimnde 
100 yēl. Ķstanbul: Mimar Sinan ¦niversitesi Yayēnē. 
 

226
 Belling was the head of the Sculpture Department, who had carried out modelling 

course at Ķstanbul Technical School between the years of 1954-65. Sºnmez, Z.. (1983). p. 
67 
 

227
 He stated: ñHeykel, plastik ve mekanēn sentezidir . [é] Benim i­in, ºnemli olan ĸey ve 

benim geliĸimime neden olan ĸey mimarlēkla m¿ĸterek yapēlan ­alēĸmalardēr.ò Demir, A. 
(2008). G¿zel Sanatlar Akademisi'nde Yabancē Hocalar. Ķstanbul: Mimar Sinan G¿zel 
Sanatlar Akademisi. p  93 
 

228
 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. Architect Doĵan Tekeli visited London when he was the head of the Chamber 
of Architects. For detailed information of other artists and architectsô education 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 1416.230 Those who passed the 

scholarship examinations were generally enrolled in the Julian Academy, and 

studied with Fernand Leger or Andre Lhote231 in Paris or else with Hans 

Hoffmann232 in Munich.  In fact, this program was akin to that of the Ecole 

Nationale des Beaux-Artsô233. The first students that returned in the 1930s, 

included the painters Zeki Faik Izer, and Bedri Rahmi Ey¿poĵlu in 1937, the 

sculptor Hadi Bara in 1930, and Z¿ht¿ M¿ridoĵlu in 1940, and the architect Sedat 

Hakkē Eldem in 1930234. This generation is 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 Faik Izer, Nurullah Berk and Bedri Rahmi Ey¿poĵlu studied at Andre Lhote 

                                                 
230

  In 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 the rescript of G¿lhane and the edict of 
reform (Tanzimat ve Islahat Fermanē), there had been particular cultural policies which 
opened the way to sending students to the West. Deniz, A. (2012). Paristen Modernlik 
Terc¿meleri: Acad®mie Julian'da Ķmparatorluk ve Cumhuriyet ¥ĵrencileri . Ķstanbul:, 
Iletiĸim. p 140. 
 

231
 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). Sanatta Deĵiĸmeyen Plastik Deĵerler. trans. Kaya 
¥zsezgin. Ankara: Ķmge Kitabevi Yayēnlarē. p 1. 
 

232
 Born in Germany, Hans Hofmann (1880-1966) is said to be an important artist who 

adopted abstract expressionism.  
 

233
 Beaux Artsô aim was to raise an official artist by awarding the most successful student  

with Prix de Rome.  Aky¿rek, F. (1999). Cumhuriyet Dºnemiônde Heykel Sanatē. In  A. 
mŘŜƪŀƴΣ CǳƳƘǳǊƛȅŜǘϥƛƴ wŜƴƪƭŜǊƛΣ .ƛœƛƳƭŜǊƛ Φ (Pp 48-59) Lǎǘŀƴōǳƭ Υ ¢ǸǊƪƛȅŜ 9ƪƻƴƻƳƛƪ ǾŜ 
¢ƻǇƭǳƳǎŀƭ ¢ŀǊƛƘ ±ŀƪŦƤΦ p 53.  
 

234
 See Appendix A, Table 2. 
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Atelier, whereas Hadi Bara was educated at the Acad®mie Julian. Z¿ht¿ M¿ritoĵlu 

enrolled at the Acad®mie Colarosi Marcel Gimond235. These students were 

supervised by a central state system (called Talebe M¿fettiĸliĵi). According to 

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 well236.  

 

There was also an obligatory program for these students, which included fresco, 

ceramics, and mural education in addition to painting. Ķzer thought that these 

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 

return237.   

 

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 well238. 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 ateliers239. The standing of 

Paris as the very heart of the art world of that period brought these scholars 
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 See Appendix A, Table 3. 
 

236
 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. 
 

237
 Artun, (2012) p 264. Primary source, Irepoĵlu, G. (2005) Zeki Faik Izer. Ķstanbul:YKY. p 

19.    
 

238
 Berk, N., (1973, issue 84). F. Legerôin Atºlyeleri. Ankara Sanat. p.4 

 

239
 Birol, ¢. (1972, issue 70). Nurullah Berkôle Konuĸma. Ankara Sanat. p.14 
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inevitably extremely close to the new developments. It is conveyed that artists, 

who studied at Hoffmann and Lhote ateliers, were influenced by C®zanne and his 

artistic works, especially his distorted imagery240.  

 

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 lôart Mural group.241 

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 painter Neĸet G¿nal, who 

went to Leger Atelier; Sadi ¥ziĸ,242 and Refik Eren to Lhote Atelier; and Ķlhan 

Koman to Academie Julian243. Beyond the education they received from these 

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

vision. Based on ¥ziĸôs experiences in Paris, Deniz Artun suggests attending 

conferences in addition to the courses in the atelier and the cosmopolitan 

atmosphere at Grande Chaumiereôs evening courses,  specifically the ñatelier de 

lôart abstraitò , might be appealing to many of the art students studying abroad in 

Paris.244 
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 Gezgin, A. ¥. (2003). Adnan ¢oker. Akademi'ye Tanēklēk 1: Resim-Heykel. Istanbul: 
Baĵlam. p 159 
 

241
 See Figure 7. 

 

242
 ¥ziĸ had been worked at Leger atelier for a while and then went to Academie Julian. 

Artun, (2012) p 272-273.  
 

243
 Artun, (2012), p 269.   

 

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 Turkeyôs growth was impeded by limited resources and harsh 

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 argues245.  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 on this transformation claims that ñthe Turkish artists going 

abroad to study and work now saw themselves in a different role than beforeéò 

246 This new role accepted by Turkish artists was defined as a desire for 

contributing to ñthe avant-garde intellectual and artistic climate of [the] day.ò247   

 

This change was also felt when Ali Hadi Bara and Z¿ht¿ M¿ritoĵlu started to 

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 art248. The latest debate around that 

time was related to the passive attitude of sculpture in space. They suggested a 
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 Artun, (2012) p 279 
 

246
 Demiray, B.; Ersel, H.;  Artun, A. (1994).  Bir Baĸlangē­ / A Beginning, in 1950-2000 

T¿rkiye Cumhuriyeti Merkez Bankasē ¢aĵdaĸ T¿rk Sanaēi Koleksiyonu / 1950-2000 The 
Central Bank Of The Republic Of Turkey Collection Of Turkish Modern Art. trans. Fred 
Stark. MAS: Ankara. P untitled 
 

247
 Demiray, B.; Ersel, H.;  Artun, A. (1994).  p untitled 

 

248
 Aky¿rek F. (1999) p53-54. Probably, this stream would also be felt in other 

departments of the Academy .To illustrate this, Beril Anēlanmert expresses that during her 
education process, well-known figures of those days were mentioned in the lectures. (from 
the interview.) For example, she says that  Ķsmail Hakkē Oygar was consistently referring 
to Picasso. (Gezgin, A. ¥. (2003). Beril Anēlanmert. Akademiye Taniklik 3 Dekoratif 
Sanatlar. Istanbul: Baĵlam. p 387 
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new spatial treatment that ñquestions or answers the space in terms of meaning, 

message, form and function as much as all the other space elements do.ò 249 One 

step further, these individuals carried this concept with them when formed a group 

called ñGrup T¿rk Espasò ï that will be treated in more 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.250 The students always 

seemed to be interacting with each other, not only class time, but gathering 

together, in communal areas such as on the Academyôs backyard or the seaside. 

Orhan ķahinler believes that this sort of proximity inevitably constitutes numerous 

friendships251. 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 Velasquezôs the Surrender of Breda, 

Goyaôs the Family of Charles IV, as well as Ingresôs the Source
252

.  

 

Furthermore, the small number of attendees allowed the students to witness 

different works in different ateliers and even enabled them to partake in each 

othersô works. Inherently, their vision and perception developed in a different 

aspect that also oriented towards a collective sense.  Beril Anēlanmert explains 

this as follows:  
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 Aky¿rek, F. (1999). p 54. ñéyerine, bulunduĵu mekanē anlam, mesaj, bi­im ve iĸlev 
a­ēsēndan, mekanēn t¿m diĵer birimleri kadar sorgulayan veya cevaplandēran...ò  
 
 
250

 Because of the fire at the Academy, as an exception, the architecture department kept 
on education in another building for a while, the school for deaf and dumb (Saĵēr ve 
Dilsizler okulu) in Yēldēz between the years 1948-53.  
 

251
 Gezgin.A. ¥. (2003). Orhan ķahinler. In Akademiye Tanēklēk 2 Mimarlēk. Istanbul: 

Baĵlam. p 164 
 

252
 Gezgin.A. ¥. (2003). Adnan ¢oker. In Akademiye Tanēklēk 1 Resim-Heykel. Istanbul: 

Baĵlam. p 169-170. Also see, YEM Yayēn.  (1995). Aydēn Boysan. In Anēlarda Mimarlēk, 
Yapēôdan Se­meler 7. Ķstanbul: Yem Yayēn. p 26, where Aydēn Boysan, getting his 
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 model of an architecture projecté Everyone had been 
acquainted with a project. An architect could become familiar with painting. 
There was an intimacyé We took a course, called gallery, for two years, which 
means a basic education. In the first year, every student took that course and 
students were trained togetheré but that interaction was so nice because 
everybody got to know each other and had the opportunity of seeing many art 
works such as graphic design, textile, etc.253  

 

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 Academy254. According to ķahinler, this course served to gather 

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 exam255. Therefore, it can be assumed that architecture students, in 

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

 

Architect Maruf ¦nal, who enrolled in the Academy in 1938, explains that he 

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

Faik Ķzer256. In the same manner, artist Sadi ¥ziĸ portrays the course as an area 

                                                 
253

 From Beril Anēlanmert interview: ñAkademide bºl¿mler arasē ­ok kesin sēnērlar yoktu. 
Mesela bir mimari projede ressam gidip makete yardēm edebilirdi. éYani herkes proje 
okumayē ºĵreniyor. Bir mimar da resimden anlar duruma geliyor. yani bir i­i­elik var... Biz 
2 sene galeri okuduk. Galeri dediĵmiz temel eĵitim. 1. sene hep beraber t¿m arkadaĸlarla 
okuruzé ama o etkileĸim ­ok g¿zel bir etkileĸim ­¿nk¿ herkes hem birbirini tanēyor kiĸi 
olarak hem de bir ­ok iĸi mesela grafiĵi gºr¿yorsunuz tekstildeki arkadaĸēnēzēn ­alēĸmasēnē 
gºr¿yorsunuz.ò 
 

254
 Kemali Sºylemezoĵlu comments on the curriculum of the Academy when he first 

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 
not be realized. YEM Yayēn. (1995), p 132.  
 

255
 Gezgin , A. ¥. (2003), p 164. ķahinler thinks that probably this exam advocated the 

interest for plastic arts. Gezgin , A. ¥. (2003). p 165. In more detail, Maruf ¥nal - whom 
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 Yayēn. (1995), p 65.  
 

256
 YEM Yayēn. (1995), p 67. Maruf ¥nal was one of the partners of IMA.  
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of collective thinking and producing. He also mentions architects Muhlis T¿rkmen 

and Utarit Ķzgi257 whom he remembers in attending that particular course. In 

addition to Cour de Soir, he talks about another plastic art course, called ñModlajò 

(modeling); and was obligatory to all departments258. 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 

responsibilities259. By referring to the intertwined mode of the Academy, architect 

Aydēn Boysan, claimed that Bedri Rahmi Ey¿poĵlu and Ibrahim ¢allē had 

influence on architecture students.260  

 

Marking this assemblage in the Academy, architect Utarit Ķzgi articulates on the 

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 instructors and students. Ķzgi 

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 Ķlhan Koman, a sculpture student at that time261. In this way, he relates the 

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

sense.  

 

                                                 
257

 Muhlis T¿rkmenôs and Utarit Ķzgiôs works will be examined in the following parts. They 
were two impoertant architects who executed several works with their artists friends from 
the Academy.  
 

258
 Gezgin.A. ¥. (2003). Sadi ¥ziĸ. In Akademiye Tanēklēk 3 Dekoratif Sanatlar. Istanbul: 

Baĵlam. p 142 
 

259
 See the interview with Devrim Erbil.  

 

260
 YEM Yayēn. (1995). p 26 

 

261
 U­uk, F. S.(1996). Mimar Utarit Ķzgi. In Ķlhan Koman, ( pp 107-111). Ķstanbul:yaylacēlēk 

matbaasē. p 110.  
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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 by the Council of Higher Education (Y¥K) in 1982, the education term was 

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.262 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 (Tasarē Geometri), Perspective, 

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 
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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 studentsô union for 

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 

professorsô projects, a practice especially valid for sculpture and painting 

students. To illustrate this, Devrim Erbil explains how he dealt with Bedri Rahmi 

Ey¿poĵluôs woks during his student days. Erbil notes that Ey¿poĵlu was not an 

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¿poĵlu. He admits that Ey¿poĵlu made a big impression on him.263 In fact, he 

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 
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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 (Istanbul Y¿ksek M¿hendislik Okulu), have had a 

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 

they employed many Academy graduates and instructors264 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 Belling, Erc¿ment Kalmēk265, Yavuz Gºrey266 and ķadan Bezeyiĸ267 

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 19th century 

European plastic arts and an introduction to 20th 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 also a course named ñIntroduction to Architectural 

Historyò in the first year program; and for second year, there were History of 
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 From 1941 to 1955, German and Swiss instructors worked at Istanbul Engineering 
School. Since 1955, the school has not included any permanent foreign instructor.   
Sºylemezoĵlu, K. (1973, February). Mimarlēk Forum. Mimarlēk pp 24-33. p 27  
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 Erc¿ment Kalmēk (1909-1971) graduated from the Academy painting department in 

1937, he went to Paris to work in Andre Lhoteôs atelier.he made reserches on art 
education in Germany and Italy. Ersoy, A. (2008) Turkish Plastic Arts. Ankara: Republic of 
Turkey Ministry of Culture and Tourism Publications. p105-106 
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 Yavuz Gºrey (1912-1995) studied sculpture and painting at Ecole Cantonal de 

Session. Ersoy, A. (2008) p 154 
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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 given by Erc¿ment Kalmēk. 

Based on the guide, this course intended to touch on color theory, and  

perspective in painting; as well as focus on charcoal and watercolor drawings268.  

In the academic year 1958-59, there appeared a course titled ñColour and Form 

Compositionò (Renk ve ķekil Kompozisyonu) and it continued until 1967. This 

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

1961-62 yearôs guide, Erc¿ment Kalmēk and ķadan Bezeyiĸ were in charge of it 

(Figure 31, Figure 32).  

 
 
Another course is Modeling (Modelaj). As stated in the 1948-49 yearôs guide, it is 

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 

yearôs education program. According to the 1967  guide, it had continued until that 

year. In fact, the same guide shows that Belling and Gºrey took part as 

consultants for that course. Actually, Belling worked at the Ķstanbul Engineering 

School in addition to his job at the Academy269 (Figure 33). 

 

When Doĵan Tekeli talks about his education years, he mentions the modeling 

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 instructor270. An important anecdote from Tekeli reveals a 

potential integration of architecture and art. More specifically, it implies the 

triggering of awareness among students through the art competition for Anētkabir 

while it was under construction. The competition was held in Taĸkēĸla, and later 
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 For that purpose, the school applied to the Academy on the 20
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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 Anētkabir 

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 architecture271.  

  

Returning to the curriculum again, a course called as ñPlastic Arts Educationò in 

the first year program is a remarkable development that can be observed in 1977-

78-79  guide. Given by ķadan Bezeyiĸ, the aim of the course was explained as: 

ñé to introduce the elements of composition and expression that comprise 

common problems of plastic arts.ò272 This class was given in a studio and included 

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 (Doĵadan Resim) (the last two were given by 

ķadan Bezeyiĸ) and modeling, as a continuum of the Plastic Arts course (Figure 

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.273 Similarly, the intense 

relations with the state or local authorities are assumed to create a connection.  

According to Belkēs Uluoĵlu, their resulted works can be associated with the 

Bauhaus mentality that implies ñconstituting a new architecture for a new 

worldò.274 A declaration in this sense could indicate a parallelism or an indirect 

connection with the collaboration issue. 
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Another school located in Istanbul was the Ķstanbul 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 opened275. As seen in the yearbook, which was 

prepared by the studentsô union and dated 1944-45, there is only History of 

Architecture, which might be considered relevant in terms of the collaboration 

issue. On the other hand, according to 1976-77 yearôs guide, History of Art, 

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.276 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 defined as ña comparative study 

of architecture, within the general framework of all arts, and in terms of 

contemporary society, both western and eastern.ò277 This explanation hints at a 

holistic approach, which could be relevant for the unity of the arts as well.   
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In the academic year 1973ï74, 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 1974ï75 and 1975ï76, 

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 Techniques Workshop that was offered during the 

1976ï77 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 19th and 20th 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 Academyôs curriculum. After the Academy Reform in 

1969278, 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 that the new approach preferred ña more 

positivist/analytical conception of architecture, taking more and more 

socioeconomic constraints into considerationò279. This new climate could be 

responsible for a decrease in the number of art courses. In ascribing to the 
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 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 
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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 1950sï1970s 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 I 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 

architectsô thoughts on the collaboration with the arts and the place of the arts 

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 

architects280, 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. 
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It is known that several foreign journals were also closely followed by Turkish 

architects such as, LôArchitecture dôAoujourdôhui, Architectural Review281, 

Cimaise, Domus282, Bauformen, Stadtebau, Casabella, and Architettura283. Those 

foreign sources are significant in terms of getting the latest news and 

developments around the world. In fact, the library records of the Ķstanbul 

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 Yapē284(Building), Mimarlēk (Architecture), Eser (Work of 

Art), Mimarlēk ve Sanat (Architecture and Art), Akademi (Academy) and another 

Yapē285 (Building), respectively286. Throughout my research, I had the opportunity 

to examine Arkitekt, Mimarlēk, Eser, Mimarlēk ve Sanat, and Akademi. These 
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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 1931ï1980, 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 name287 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 

journals by making ñechangeò288. This might be, 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 its objections via an article titled ñIstanbul 

and Urbanismò (Istanbul ve ķehircilik) written by Aliĸanzade Sedat Hakkē (Eldem). 

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 architectural examples in Turkey, which he calls as ñFrench 

Housesò (Frenk Evleri).  

 

Sedat Hakkē ascribes an important role to architects, whose work he associates 

with the issues of urbanism. In his words, the journal has the aim of arousing 

ñrespect and relianceò towards architecture and the arts; and is also a supporter of 
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local architects and a defender their rights.289 Zeki Sayar notes that publishing the 

journal was Abidin Mortaĸôs idea and Mortaĸ was aiming to make architects 

noticed by the state and the public290.  

 

In addition, it is observed that the publication covers both architecture and arts 

although the term ñartsò in the prologue was not defined as other art fields rather 

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 Sayarôs statement confirms this idea. Concerning the question 

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.291  

 

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 227ï228 placed this expression for the last 

time on its cover page. A scan of the years of 1940ï1980, 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.292 A 
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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 1ï4 volume of 1953. 

Apart from that, in the late 1950s, when the number of art articles was at its peak, 
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the images of artworks were featured less frequently on the front page (Figure 

41). 

 

Mimarlēk, which started in 1944, was the official journal of the Turkish Architects 

Union (T¿rk Y¿ksek Mimarlar Birliĵi) until 1953. The subtitle defines the 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.293 It is observed that the Mimarlēk did not 

feature as many art-focused articles as Arkitekt, but there appeared a number of 
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article series on the topic, which began in 1965. The ñTurkish Artò article series 

published in 1970 is significant in that respect. 

 

The Eser journal, a short lived one but a significant one for this studyôs purpose, 

incorporated architecture, painting, sculpture, decoration, music, theater and 

cinema294. 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 architect Sel­uk Milar295 who dealt 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.296 In fact, it covered all types of art 

disciplines but mostly directed by architectural theory.297 Milar considered this 

journal as a platform for the voices of artists and architects inside and outside the 

country298. 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 Mimarlēk ve Sanat was first published. (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.299 The journal covered different types of art disciplines in its issues, 
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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. Mimarlēk ve Sanat exemplifies the importance given 

to the issue of collaboration at the time even by including both subjects in its title. 

B¿lent ¥zer was the editor of the journal, and as a professor of architecture at the 

Academy, he extensively contributed to the literature, especially on modern 

architecture, although his writings do not always include all kinds of arts300.  

 

Another journal Akademi: Mimarlēk ve Sanat was first published in 1964 (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.301 The journal expresses its objective and aim in the 

prologue, which includes research and surveys on architecture, painting, 
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sculpture and decorative arts to contribute their progress, and touching upon the 

problems of the country.302  

 

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 Mimarlēk touched upon architecture projects 

of the day, which included various artworks. But when examining other journals 

like Mimarlēk ve Sanat303 and Akademi, it is observed that they did not consist of 

any articles regarding these types of architecture projects.  

 

In the volume 155ï156 of 1944, Arkitekt covered one of the very first projects to 

incorporate artworks, the Lido Swimming Pool. Although, this issue displays some 

visual materials, such as views from the fa­ade and from the interior, it does not 

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 plans of Ankara B¿y¿k Sinema (Grand 

Theatre). The article was written by its architect Abidin Mortaĸ. At the very end of 

the article, a brief reference to the artworks within the building. Turgut Zaim and 

Nurettin Erg¿ven worked together on the painting ñSadabad Tablosuò located in 

the foyer and ñHalayē Oynayan Sivaslē Kēzlarò (Girls playing Anatolian folk dance) 

situated above the stage (Figure 47, Figure 48). Mortaĸ clarifies the intention 
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behind this attempt, which is serving the spatial approach he wants to express.304 

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. Arkitekt included an article on the Sadēklar Apartment building, 

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 

art.305 (Figure 49) Likewise, Arkitekt covers Anētkabir, Atat¿rkôs mausoleum, in one 

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.306 Anētkabir appears 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 

Vilayet Tablolarē collection would be commissioned to do the murals and frescos 

in the building.307 Similarly, in an article about the Ķĸbank Kadēkºy Branch, 

published in Arkitekt volume 287, the only reference to the artwork, is the artistôs 
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name along with her work.308 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.309  

 

In 1960, the Arkitekt elaborates on Konak Sinema designed by R¿knettin G¿ney. 

Unlike the previous articles, it focuses on the artwork. The writer mentions the 

effect and the contribution of Sadi ¢alēkôs relief in terms of the spatial 

visualization.310 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 

addresses the clients in establishing this appropriate ground311 (Figure 51, Figure 

52). 

 

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.312 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). 
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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.313 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 

LôArchitecture DôAujourdôhui the same year (Figure 54, Figure 55, Figure 56). 

 

Likewise, in the volume 299 of Arkitekt, the NATO Paris Headquarters was 

covered in detail. The first section is titled ñNATO Binasēndaki Mozaik,ò which only 

covered the mosaic work by Turkish artist Bedri Rahmi Ey¿poĵlu. The picture 

shows the opening ceremony of the mosaic in April 21, 1960 and some of the 

stages of the installation process of the artwork.314 The second part of the article 

is comprised of the drawings of the NATO building and some images of the 

interior. Bedri Rahmiôs work is situated at the very center of the article. They cover 

the whole story of the artwork from the decision phase to the installation 

process315 (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 Ķlhan Komanôs and Bedri Rahmi Ey¿poĵluôs works in just one line.316 

However, in the next issue, it presented some additional details regarding the 
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artworks. The article described these artworks as relevant to ñtodayôs 

understanding.ò In addition to this interpretation, Ķlhan Komanôs 22-meter high 

sculpture is lauded for both its plastic and functional values317 (Figure 58). 

Another example is the Grand Efes Hotel (B¿y¿k Efes Oteli) in Ķzmir, which 

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.318 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. Apparently, this justified the architects and the clientôs 

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.319 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 
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that there would be a unity with the architecture.320 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 ¥zel 

Idare ve Ķl Genel Meclis Binasē, the writer states his disappointment 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.321  

 

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 building322 (Figure 60). In his 

essay, Tali Kºpr¿l¿ ïð the director of the construction ïð parallel to the Vakko 

Factoryôs, defines the effort as a collaboration and the process concerning the 

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.323 

 

The other journal to touch upon in this topic, Mimarlēk, in its 15th volume in 1965, 

published articles covering many projects that are important specimens in the 

sense of the inclusion of the arts such as the Atat¿rk Cultural Centre, the 

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 architectsô lack of attention to the artworks that would be installed at the 
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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).  

 

In volume 25, the journal published Cengiz Bektaĸôs essay on his work at the 

British Embassy Primary School. Bektaĸ tells of his decision during the early 

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.324  

Another architecture project, ¢ankaya Komtanlēk Lojmanlarē, designed by Bektaĸ, 

was covered in Mimarlēkôs volume 54 in 1968. However, in this article the names 

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.325  

 
Apart from these articles, which describe the current projects of the day, it is 

interesting to note that the articles, in both Arkitekt and Mimarlēk,  did not 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.326 In addition, there are 
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another series of articles connected to contemporary architecture and art in 

Mimarlēk, which could be used in terms of raising awareness of the idea of 

collaboration between the arts and architecture. One of article edited by Filiz 

Kantoĵlu touches upon early twentieth century art movements such as Arts and 

Crafts, Werkbund, De Stijl and Bauhaus. She discusses in her article ñ¢aĵdaĸ 

Dizaynò (Contemporary Design) the uniting and common concepts that had 

significant influences over all the arts.327 Similar to Kantoĵlu, B¿lent ¥zer wrote 

several article series throughout 1967 and 1968. For instance, in his article 

entitled ñĶfade ¢eĸitliliĵi Yºn¿nden ¢aĵdaĸ Mimariye Bir Bakēĸò (An Overview of 

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.328 Similarly 

¥zer, in his article ñPlastik Sanatlarda ¢aĵdaĸ Eĵilimlerò (Contemporary 

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.329 Correspondingly, he covers Bauhaus extensively in Mimarlēk. In 

this article, he mentions the integration of the arts and their unity.330 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 
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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. Mimarlēk, on the other hand, shared very 

little information about projectsô installed artworks. It preferred to focus on the 

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 

audiencesô 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 óCollaborationô 

 

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 



105 
 

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 

instruments331. 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 

collaboration issue. The first article was written by Bedri Rahmi Ey¿poĵlu in 1943 

for the art journal ¦lk¿. Ey¿poĵlu, because of his statements and works, is one of 

the prominent figures in terms of the issue of collaboration between the arts and 

architecture. Presenting his latest work under the title of ñYapē ve Resimò (Building 

and Painting), Ey¿poĵlu underlines the details of the production phase of his wall 

panel, titled ñPlajēn Fethiò (the Conquest of Beach) 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¿poĵlu mentions the reciprocal influence between the arts and architecture. A 

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.332  

 

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 
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painting to architecture, architecture will reciprocally accent the positioning and 

perception of the painting.  

 

Haluk Togayôs arguments are evocative of Bedri Rahmiôs statements about the 

mutual effect between the arts and architecture. In his article ñMimari ve Heykelò 

(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.333  

 

The same year, Bedri Rahmi Ey¿poĵlu wrote an article titled ñ4 Kardeĸò (Four 

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 

Rahmiôs view, it will provide a suitable environment to maintain the artworks 

sustainability. He also makes an analogy for architecture, which is referred to as 

ñsandukaò (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.334 This spatial concern will ensure the permanence of the artworks 

when complemented by the surrounding by architecture.  

 

Similarly, Ķsmail Hakkē Oygarôs article ñMimari Satēhlar ve Dekorasyonuò 

(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.335 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 
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resembles Bedri Rahmiôs statement that establishes a link between architecture 

and its role in the development of Turkish painting.  

 

Orhan ķahinlerôs take on the reciprocal relationship between sculpture and 

architecture is that it is an important part of the design process. He believes it 

underpins architecture by means of composition and order.336 The notion of 

teamwork is also stressed by B¿lent ¥zer in the article series on Turkish Art, 

ñ1970te T¿rk Sanatē, Heykelò (Turkish Art in the 1970s, Sculpture). 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.337 

 

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 Legerôs statement, which he thinks should be the 
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motto: ñEven if we do not understand it, we should like the art that has changed or 

come with the things it brings to us.ò
 339

  

 

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 ķahinler, who worked with artists in some of his projects, admits 

the contribution of artwork as a functional and inseparable piece of the design. In 

the article ñMimari Bi­im ve ¢evre ¦zerine D¿ĸ¿ncelerò (Thoughts on 

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 it.340. His thoughts are parallel to Le Corbusierôs views about 

how architecture can benefit from the contribution of plastic arts in space and 

attaining an aesthetic value341 and also the discussions at CIAM 7 Bergamo 

meeting on the decorative function of artworks in space,342 which all accept 
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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 ķahinlerôs idea of designing spaces benefitting from 

sculpture. Berk also goes one step further and describes the details of this unity in 

his speech made in the opening of the 78th academic year of the Academy. He felt 

the architect should consider color, relief, and decoration throughout their design 

processes and recognize their contribution. Painters should follow the architectsô 

lead and prepare the colors befitting the space. Sculptors, in Berkôs opinion, 

should arrange their work in accordance with the spatial characteristics of the 

buildings in which their works will be placed. Nurullah Berkôs vision of design is 

where every discipline acts as a part of a whole.343 His point of view also supports 

a commencing of work in concert.  

 

Similarly, architect Abdurrahman Hancē, who produced many collaborative works 

with artists, claims that art is one of the necessary components in the overall 

design by providing a functional value.344  

 

Jale Yēlmabaĸar broaches the issue of collaboration in her article titled ñ1970lerde 

T¿rk Sanatē, Seramikò (Turkish Art in the 1970s, Ceramics). In this article, she 

states that the enhancement of ceramics is created when displayed in an 

appropriate space. Yēlmabaĸar suggests that the ceramic panels could serve as a 

functional structural element, not just merely decorative. She claims that modern 

ceramics found its place in the form of panel design.345  

 

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 
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modern architecture, which puts forward a new understanding in terms of 

function. In his essay ñMimarlēk ve Plastik Sanatlar,ò (Architecture and Plastic 

Arts) asserted that ñrelying on this kind of a functional rule was the responsibility 

of architecture.ò 346 Arda recognized this 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.347 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.348  

 

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.349 Arda claims 

that, with the industrial revolution and technological developments, architecture 

focused more on utility than aesthetics.350 In a sense, he defines that era as when 

the arts and architecture became divided. His challenges the predominant 
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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 

that color is an essential part of peopleôs lives and serves as a function in that 

respect.351  

 

On the topic of humanistic values, an article in Yeni Ķnsan states the way 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, which would destroy ñsupernaturality.ò 352 Both 

disciplines work for social utility; they could shed their individuality if a balanced 

relationship is formed.353  

 

In the 1940s, as previously mentioned, the Academyôs stance was criticized 

because lack of support for collaboration. However, in 1959, when looking at 

Nurullah Berkôs opening speech, it is observed that the Academy held an altered 

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 ñthe equality of arts.ò According to Berk, ñwesternization, particularly 

Atat¿rk revolutions, puts forth the problem of uniting plastic arts and evolving in 

the sense of the Western [approach to the issue].ò354 He also implies ñthe equality 

of artsò as the manifestation of humanism.355 This statement could be interpreted 

that this idea of humanism could be contribute to the creation of humanistic 

spaces as well as serve social utility. To illustrate, Orhan ķahinler states that the 
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new attitude in creating a living environment is the ñnew humanist-democratic 

attitude,ò which is key to satisfying peopleôs emotional needs.356 Correspondingly, 

Erc¿men Kalmēk notes in his essay ñPlastik Sanatlar Birleĸimiò (Synthesis of 

Plastic Arts) that, through this collaboration, an atmosphere that satisfies the 

needs of the people will be created.357 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 expected to fulfill peopleôs essential 

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.  
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ķadi ¢alēk, in one of his interviews on the painting-sculpture-architecture 

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.358 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.359 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¿ment Kalmēk also addresses this topic but he adds another dimension 

to this subject. His perspective defines this attempt as a step towards elevating 

the art culture/aesthetic taste of society. In the essay ñMimaride Resmin Yeriò 

(The Place of Painting in Architecture), Kalmēk simply addresses the solution by 

making it easy to display artwork everywhere if the main goal is to raise the 

aesthetic taste of society.360 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 of daily life. In his words: ñThe 

artwork needs to live its natural life before entering into the museum which is the 

tomb of an artwork.ò 361 He argues that painting hence becomes more productive 

when it is in harmony with architecture.362 In his another article ñPlastik Sanatlar 

Birleĸimiò (Synthesis of Plastic Arts) printed in the art journal Esi, Erc¿ment 

Kalmēk contemplates on the relationship between society and the arts. He 
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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. Kalmēk states that at this point there should be ñproper harmonyò363 

via collaboration. In his words: ñIn order to achieve this kind of a work, a painter, a 

sculptor and an architect are needed who have conceived science and techniques 

at the same level as the issues of plastics.ò 364  

 

The subject is also broached in Fethi Ardaôs article in which he cited Legerôs 

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. 365 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 

artworks, and architecture approaches this ñunifyingò character as a necessity 

arising from its structure.366 Fethi Arda juxtaposes this attempt of the integration of 

artworks with the needs of architecture.   

 

A similar tone is seen in H¿seyin Babanôs essay ñResim Hakkēndaò (About 

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

 Kalmēk, E. (1956). Plastik Sanatlar Birleĸimi. Esi no 1, p 4.  
 

364
 ñBºyle bir iĸi baĸarabilmek i­in plastik meseleri olduĵu gibi ilim ve tekniĵi de yanē 

derecede kavramēĸ ressam heykeltraĸ ve mimara ihtiya­ vardēr.ò Kalmēk, E. (1956). p 4  
 

365
 Leger, F. (1970). p 36 

  

366
 Arda, F. (1976). Mimarlēk ve plastik sanatlar. Bayēndērlēk Ķĸleri Dergisi s 44, 50-54. p 53. 

 



115 
 

the art of painting and society. He likewise draws attention to ñthe bare wallsò and 

the treatment of architectural elements as art objects.367  

 

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.368 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 ïð 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 ïð brings out 

another different issue, which is the subject of permanency. Bedri Rahmi 

Ey¿poĵlu wrote an article in 1952 titled ñMozaik Hakkēndaò (About Mosaic) in 

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 

painting ñthe best light, the longest life and the biggest beholder crowd.ò It gives 

the opportunity of integrating painting into life. According to Ey¿poĵlu without the 

help of architecture, the art of painting will live a nomadic life.369 Again in 1965, 
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Ey¿poĵlu in his article ñResim Zanaat ve ķiirò (Painting, Craft and Poet) mentions 

the link between the arts and architecture, where he emphasizes the statements 

ñtaking root in citiesò and ñavoiding a nomadic life.ò 370   

 

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.371 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.372 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 to ¢alēkôs statements, an article written by Andre Bloc, published in the 

journal Akademi, mentions Le Corbusierôs ñthe synthesis of major artsò and titled 

ñFransēz Mimarlēĵē Kendi Kendini, Taklitci ve Alelade Kalmaya Mahkum Etmiĸtir.ò 

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 

                                                 
370

 Ey¿poĵlu, B.R. (1956,  December 10) Pazartesi Konuĸmalarē: Resim, ķiir ve Zanaat. 
Cumhuriyet, p 3.  
 

371
 Ragon, M. (1957). p 138 

 

372
 Ibid.  p 138 

 



117 
 

who will bring about an intense collaboration between artists and architects.373 

Bloc believes that ñthis collaboration had only been imagined until this day.ò374   

 

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.   

 

Bedri Rahmi Ey¿poĵlu in one of his essays criticizes the Academy for maintaining 

its stance on the lack of fostering team spirit. Also, he stresses the newly rising 

interest of architects in painting,375 which could be confirmed through the 

increased level of interactions between the disciplines at the Academy over the 
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following years. In fact, the designer of the Lido Swimming Pool, Halit Femir376, 

was from the Academy. Ey¿poĵlu highlights Femirôs work experience with the 

luminary figure, Le Corbusier. He claims that Femir had an interest in painting 

during this period.377 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 developments in the international arena rather than Turkeyôs current 

architectural scene.   

 

Painter Eĸref ¦ren touches upon the architect and painter collaboration in his 

article titled ñMimarlēkta Resimò (Painting in Architecture) published in 1944 in 

Mimarlēk. His retrospective 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 and architecture. Despite Bedri Rahmiôs 

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 

architecture was ñthe oldest and noblest work of the humanity.ò378 

 

Apart from the statements about the Western roots of the collaboration, Ķsmail 

Hakkē Oygar mentions the causes of the collaboration in his article on the 1962 

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 collaboration in todayôs architecture 

is ñthe continuation of a strong tradition.ò379 Actually, this idea sets forth a different 
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relation from Nurullah Berkôs previously mentioned interpretation that associates 

the unity of plastic arts with Atat¿rkôs revolution and the manner of 

westernization.380 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 between plastic arts and architecture.  Oygarôs opposing 

view stresses the reintegration of artworks, which has already been seen in the 

past achievements. Similarly architect Utarit Ķzgi, who participated in collaborative 

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.381   

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 Bedri Rahmi Ey¿poĵlu. In his critical recount of his very first 
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experience of alliance with architecture, he holds Turkish architects responsible 

for not entering ĸn contemporary architectural production by their large scale 

works.382 In addition, he argues that, if the architects were to incorporate paintings 

into their designs, Turkish painting would flourish.383  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 

Bektaĸ, a co-worker, and Devrim Erbil, a colleague and his student, confirm that 

judgment that converges to one particular architect.384 In an interview that 

appeared in the Ulus newspaper, he directly accuses Sedat Hakkē Eldem for his 

lack of support towards the integration of artworks in buildings, especially state 

sponsored works. He argues, ñIf he had accidentally loved painting, sculpture, 

literally, these arts would have already taken roots and advanced to an 

unpredictable degree.ò385   

 

In another article, Ey¿poĵlu examines a foreign example where he again 

mentions the role of architects in a collaborative work. In the article ñTuristik 

Pastērmaò (Touristic Pastrami), written in 1954, he shares his observations on the 

Hague City Hall and the artworks contained therein. Based on his interpretation, 

ñbenefitting from painting and sculptureò brings an inspirational design to the 

structure. What he puts forward from this unity is the notion that the architect is 

ñan excellent maestro.ò386 Ey¿poĵlu in a 1956 article called ñYerli Taĸ Yerli Nakēĸò 
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(Local Stone, Local Embroidery), describes how they managed the installation of 

the artworks based on the architectôs instructions.387 In a phase when these 

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 Hancē sees artworks as a component of design, and he 

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,388 he stresses that the exact placement of the 

artwork should be determined by the architect, which positions the architect to the 

role of guide.389 This resembles Nurullah Berkôs comments in his speech at the 

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. 390  

 

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.391 In other words, the present mechanism of 
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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 Ardaôs essay, which period is argued to exemplify this limitation; and the 

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, ñwhat architecture brings forces us to dimension. 

The individuality was destroyed.ò392 In this article, Leger speaks to architects and 

declares himself as a painter to be a second class citizen. Leger suggests a 

trilogy to be comprised of ñwall-architect-painter.ò Leger also criticizes the modus 

operandi of this collaboration where the architect interferes with the painterôs work 

with regard to color issues.393  

 

The architectural historian David Gebhardôs ideas on collaborative acts and 

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 20th century in one of his articles in the first 

issue of Mimarlēk ve Sanat. He starts out with the conceptual unity in Cubism, 

Futurism, etc. and how painting and architecture shared common concepts, such 

as simultaneity, in their own works.394 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: 

ñToday, we can regard the wall where the picture is hung or rather the enclosed 
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space in which it exists as a spatial element of the painting.ò395 This argument 

approaches the issue from the paintingôs side, evoking the idea of synthesis in the 

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, Jale Yēlmabaĸar similarly underlines the importance of 

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. 396 Similarly painter Ali Karsan, on fresco issue, also 

highlights the necessity of starting the collaboration together from the very 

beginning. In an article titled ñFreskò (Fresco), he emphasizes the collaborative 

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.397 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.398 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 
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each otherôs work from the very beginning. This is essential by virtue of the nature 

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.399 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.400  

 

Likewise, Nurullah Berk touches upon the same issue in his article published in 

Yeni Ķnsan. He speaks about Legerôs works and comments on how these works 

complete modern architecture.401 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.402 He says, ñAbstract art will lose its real 

function if it does not unite with architecture.ò403  

 

In another article, Nurullah Berk describes the concept of plastics in three 

disciplines: architecture, sculpture and painting. Throughout the article, he covers 
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the features of abstract art. He explains the plastic work of art as follow: ñPlastic 

work of art does not tell a story; it is not interested in the topic; in terms of 

technique, the work depends on its own instruments, form, line and color.ò404 This 

definition hints at the abstract approach of artwork that accentuates the 

compositional language of an abstract work. This explanation concurs with Turk 

Group Espas,405 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 Ķlhan Koman are cited as those who 

also worked in various branches of art and produced distinctive works.406 In 

particular, Komanôs works with Sadi ¥ziĸ are given as examples in which they 

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 architectural practices. In his article titled ñMimari Polikromi Hakkēna 

Notlarò (Notes 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 
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she/he works with engineers. 407 In addition, he stresses the starkness of the 

polychoromy with these words: ñArchitectural polychromy is not a work of taste; it 

is an intellectual work.ò408 He suggests teamwork as a possible solution in terms 

of collaboration as well as the deficiencies within the architectural field.   

 

The importance of being acquainted with each othersô work and thus, recognizing 

the problems and needs in each otherôs field also became a point of discussion 

for Bedri Rahmi Ey¿poĵlu. His statements provide support to collaborative works 

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, 

especially with the architectural elements,409 and implies collaboration at the very 

beginning of the project.   

 

H¿seyin Baban advocates 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 well as Hadi Baraôs views on polychoromy issues. He cites 

that Le Corbusierôs interest in painting led him to request paintings the blank walls 

of his friendsô houses. He describes this initiative as an act that counters 

architectsô excuses for not including artwork in their projects410 In other words, 

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.   
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Erc¿ment Kalmēk goes into detail on another example, Group Espace in Paris, in 

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. 

Kalmēk, in his article titled ñGrup Espace,ò talks about the aims and scopes of the 

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, ñin that collaboration the function should be the 

instrument but aesthetics-plastics should be the target.ò 411 He mentions the 

technical visits of Group Espace members to each othersô working areas with the 

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. 412   

 

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.   
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CHAPTER 4 
 
 

THE PRACTICE OF THE óCOLLABORATIONô BETWEEN ARTS AND 
ARCHITECTURE IN POSTWAR TURKEY 

 
 

This chapter will discuss the role of the ócollaborationô between arts and 

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 ð as well as postmodern ð 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 architecture. This section will interpret this argument in Turkeyôs case by 

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 

development of the óideaô in the Western world and in Turkey, respectively. 

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. Design of  the óCollaborationô 

 

The process that results in the ócollaborationô of the arts and 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 óunityô between the arts and architecture.  

 

Starting with the ideal relationship, the so called ósynthesisô, this section clarifies 

each essential step ð the modes of ócollaborationô in practice, the multifaceted 

network between the actors and the analysis of the artworkôs own entity within 

architecture.  

 

4.1.1.Towards the Ideal: Kare Metal and T¿rk Grup Espas 

 

The art milieu of the mid 20th 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 

ñcollective purposeò413 of these initiatives meshed with the impulse of the current 

art and architecture fields. The most important initiative that formed in Turkey 

along these lines was the T¿rk Grup Espas (Turkish Group 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 

practices of T¿rk Grup Espas. Kare Metal can even be considered as an area of 

the materialization of the ideals of T¿rk Grup Espas, albeit partially. 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.  
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The founders of Kare Metal, Ķlhan Koman414, ķadi ¢alēk415, Sadi ¥ziĸ416 and 

Mazhar S¿leymangil, had begun to produce their very first works in 1953, but not 

under the name of Kare Metal until 1955, at the opening of their studio in ķiĸli, 

Ķstanbul.  The T¿rk Grup Espas, a branch of the Group Espace earlier formed in 

Paris, was founded by Hadi Bara417, Ķlhan Koman418 and Tarēk Carēm419 in 1953 

and was later joined by Sadi ¥ziĸ.. The group officially announced their 

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 
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specifically by these artists rather than some of other leading figures interested in 

collaboration of the time.  

 

In this network, Ķlhan Koman and Sadi ¥ziĸ were friends from the Academy. They 

also went to Paris at the same time. In fact, Ķlhan Koman, Sadi ¥ziĸ, Refik Eren 

and Neĸet G¿nal were awarded scholarships to study abroad soon after their 

graduation in 1948. Koman and ¥ziĸ continued their education at different 

schools but had the opportunity of working in the same studio. Hadi Bara was 

Ķlhan Komanôs professor at the modeling studio at the Academy. Bara was also in 

Paris at the same time as Koman and ¥ziĸ where they all had the chance to work 

together.  

 

These artists also worked alongside one another in noteworthy projects, in 

designing the reliefs of Anētkabir, the mausoleum of Atat¿rk. Ilhan Koman, Hadi 

Bara and Z¿ht¿ M¿ritoĵlu420 formed a team, who produced some artworks for 

Anētkabir.421 In fact, ķadi ¢alēk and Sadi ¥ziĸ also were also part of this team 

during the production phase.422 In 1951, Ķlhan Koman and Tarēk Carēm met during 

the military service, where they both worked at a school in Kaĵēthane. Apparently, 

their thoughts on art were similar to each other. Tarēk Carēm confirms this and he 

describes his attitude as close to abstract art and being influenced by Le 
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Corbusier.423 Later, Koman introduced Hadi Bara and Tarēk Carēm, who had 

similar perspectives.  

Ķlhan Koman worked in Paris from 1947 to 1951. While there, he contemplated on 

the volume and mass of abstract sculpture. During 1951-1958, he employed the 

space through his metal artworks and by adhering to geometric concepts424 

(Figure 64). Baraôs artistic approach, on the other hand, is said to have begun 

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 time425 (Figure 65). 

Hadi Bara clarifies his position as follows:   

 

éin 1950, I abandoned figurative approach and started to work on óabstraction 
g®ometriqueô. At the end of these experiments, we founded a branch of an 
international society, óT¿rk Grup Espaceô with architect Tarēk Carēm and Ķlhan 
Koman.426 

 

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 

Z¿ht¿ M¿ritoĵlu started to work as studio instructors. They aspired to contribute to 

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.427 This attempt was 

important in the sense of constituting a fertile ground for their considerations. In 

addition, this change at the Academy was reflected in Rudolf Bellingôs opening 
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speech for the 1951-52 academic year, which was about the collaboration of 

sculpture and architecture.428  

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 Ķlhan Koman, ķadi ¢alēk and Sadi ¥ziĸ. The 

first graduates were Kuzgun Acar, Ali Teoman Germaner and Tamer Baĸoĵlu.429 

Sadi ¥ziĸ expresses their intention to create products that were both works of art 

and furniture.430 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 Fazēl Aysu and decorator Baki Atar, both Academy-rooted 

individuals. They started mass production with the help of Moderno, and later with 

the financial support of Mazhar S¿leymangil, they moved to a bigger place in ķiĸli, 

where they officially founded Kare Metal.431 This initiative emerged at a time when 

metal furniture was popular with designers around the world.432 (Figure 66, Figure 

67, Figure 68) These collective works lasted until 1958. Ķlhan Koman had an offer 

from Utarit Ķzgi to work on the Turkish Pavilion in Brussels Expo then, and after 

the construction of the work called Pylon, Koman moved to Stockholm, where he 

resided until his death.433 (Figure 69) 
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Alongside Kare Metal, another initiative was the T¿rk Grup Espas, which was 

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¿rk Grup 

Espas was the inclusion of an architect in the group. The year Kare Metal was 

founded, 1955, T¿rk Grup Espas published its 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,434 for which Tarēk Carēm drew the projects of the building, Koman 

produced the metal works for the door and window joineries, and Sadi ¥ziĸ did 

the paintings.435 The idea of a collaborative attempt is confirmed in Tarēk Carēmôs 

statement that Bara sought for a project associated with his artistic approach.436  

 

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 ¥ziĸ, this process started with the attempts of Hadi Bara and 

Tarēk Carēm who tried to get in touch with the Paris group. Eventually, they got 

Andre Blocôs attention, who was trying to find new proponents for this idea.437 

Conveniently, T¿rk Grup Espas presented their assertion in Paris. It was read and 

accepted at one of the Group Espace meetings.438 (Figure 71) 
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Titled as ñThe Synthesis of Plastic Arts,ò their manifesto presents the way this 

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.439 Giving 

credit to Group Espace, the article approached the synthesis theme in a critical 

framework, specifically those took part in Biot and Caracas.440 (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.441. 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.442 

 

In addition, the presentation at the meeting, which was held in 1955 in Paris, 

reveals a depth in their effort. The journal LôArchitecture dôAujourdôhui reported in 

its issue about this meeting,443 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 
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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.444   

 

Being a vocal instrument of the Group Espace, the journal LôArchitecture 

dôAujourdôhui is known to be followed by architects in Turkey too.445 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 about the groupôs activities in the issues 42, 43, 46 of 

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.446 (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.447 In 
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addition, LôArchitecture dôAujourdôhui provided visual and written information 

about the first exhibition, in which the entire Group Espace attended. The 

exhibition, held on the 13th 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.448 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¿rk Grup Espas was also invited, the First International Construction 

Material and Building Equipment Exhibition, which was held at Saint-Cloud Park 

in Paris in 1955. The exhibitionôs announcement revealed there would be 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.449 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 

LôArchitecture dôAujourdôhui.450 It is known that Tarēk Carēm represented the group 

as he was in Paris on personal business at the time.451 In one of his writings, Hadi 

Bara writes about the exhibition and mentions Schºffer's Spatiodynamique tower, 

which received most of the attention.452 During this exhibition, the firm Knoll 
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International was interested in the metal furniture produced by the group 

members. They organized a meeting and invited Hadi Bara and Sadi ¥ziĸ to 

Paris. They offered an opportunity for them to go to the USA, but this did no 

happen due to some financial problems once again.453  

 

Bozdoĵan defines the formation and the principles of the T¿rk Grup Espas as 

ñimportant steps towards modernization parallel to the developments in the 

West.ò454 In mid-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.455 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.456 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 ócommonô stance was heavily discussed in 

the art debates.457 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.458  
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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 

LôArchitecture dôAujourdôhui. In one way or another, both Espace 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¿rk Grup Espas and Group Espace is in their 

definitions of unity. To realize their idea of collaboration, Group Espace attempted 

to place artworks in space. Meanwhile, T¿rk Grup Espas held the broader 

perspective which refers even to interfering all spheres of everyday life, from 

objects to living spaces.459 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 ñthe core of the environmental concern,ò which he accepts as an 

essential subject of the day. This problem, according to him, was the argument for 

constructing the living environment together with all plastic arts.460 (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.  Erc¿ment Kalmēk described collaboration effort and the 

operational phases. The focus of his articles was on intermingling different 
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disciplines. This intermingling, he argued, would culminate in a ñcollective 

purpose,ò which intended to create spaces that would satisfy the public.461 

 

Accordingly Nuri Ķyem, in his article titled ñResim ve heykel mimari ile iĸbirliĵi 

yapabilir mi?ò (Could painting and sculpture collaborate with architecture?), 

announced his desire to live in a city that was designed by collectively462, which is 

in line with the aims of Turk Grup Espas. Ķyem, furthermore, expresses more 

clearly an expectation of the integration of artworks in living spaces.463  Nuri 

Ķyemôs suggestive statements, which were made during Turk Grup Espasôs active 

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 Ķyem, he had a critical viewpoint on artists whom, he thought, were 

the reason of the disconnection among plastic arts. Ragon portrayed the current 

situation as being nowhere near a synthesis.464 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.465   
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Although there were not any big scale project that was realized with all group 

members, ¢alēkoĵlu argues that the works of Kare Metal contributed to Turk 

Group Espas.466 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 Ķlhan Koman. Jacobsenôs endeavor in creating furniture and 

Legerôs productions that were both functional and plastic were presented as 

remarkable examples of this argument. Portatif D¿kkanlar (portable shops), an 

unrealized project designed by Ķlhan Koman, was also cited in the text, 

emphasizing its aspiration for a synthesis of plastic arts. (Figure 77) Koman and 

Sadi ¥ziĸôs creations using metal or plastic tubes were also mentioned. These 

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.467 

 

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 

of architecture and sculpture.468 In accordance, Kalmēk states that the notion of 

time in sculpture could only be achieved through architecture, which introduces 

different perspectives.469  
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Yēlmaz points out 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.470 ķar wrote about this new perception of sculpture during 

those years; he stated that the creation of a depth within an artwork is to be the 

formation of virtual volumes.471 In this rhythmic composition, achieved by way of 

these currently popular materials, ñthe essence appears to be dematerialized 

inside the air and light.ò472   

 

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 attain ñthe natural condition.ò This natural 

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.473  

 

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 
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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. Network of the óCollaborationô: The Dialogue among 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 clientsô approach could reveal the origin of collaboration 

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.  

 

4.1.2.1. Clientôs Dialogue 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 
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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 ownerôs vision or personal interactions with an artist or with a persuasive 

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 

Rahmi Ey¿poĵlu argued repeatedly and 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.474 

 

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 

Ķstanbul Broadcasting House. The article states the building would achieve 

distinction through art and mentions a proposal by the Academy in 1933.475  
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The very first attempt of this kind of a legal arrangement was suggested in 1933 

by Namēk Ķsmail, the director of the academy of Fine Arts, which was later 

mentioned by Bedri Rahmi Ey¿poĵlu in his 1953 article ñGe­ime Dairò (On How to 

Earn a Living). Ey¿poĵlu talks about this notion of continual interaction , which 

some other prominent figures had similarly touched upon.476 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 countryôs ideas on revolution 

and history to even small villages477. 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.478 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.479  
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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 

Ķzmir representative Avni Baĸman to the parliament at the meeting held on the 

14th of December 1953. (Figure 78) The proposal was for the decoration of official 

buildings with artworks. In a following session, on the 29th of January 1954, Avni 

Baĸman withdrew this proposal. In 1955, when considering the placement of 

artworks at the Turkish National Grand Assembly, another proposal was about to 

be prepared by the Minister of Education, Reĸit Galip, which did not succeed 

either.480   

 

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.481 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.482 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 Academyôs administration in 1933. 

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 
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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.483  

 

Based on witnesses of the period, there appear some opposing statements about 

the existence of such a regulation.484 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 speculations of contemporary architects and artists like Cengiz Bektaĸ, Orhan 

ķahinler and Bedri Rahmi Ey¿poĵlu about the existence of a legal arrangement 

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 aimed at featuring studentsô artworks at schools, which was 
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based upon the assertion that it would have positive effects for the psychology of 

children.485 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.486 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.  

 

In 1977, an article on the artworks of the Ķstanbul Intercontinental Hotel 

established the legal precedent for the collaboration, which advocated allocating 

1% of a budget on artworks.487 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 tradition488 that might have stimulated the 

following attempts of sagacious architects and artists.489 As demonstrated in the 

previous section on ócollaborationô, it is easy to see how artists were resolute on 

the issue of ócollaborationô. Their solution addressed the state, which they 

believed had the responsibility and the guiding role. Their statements in several 
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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 

realized490. The second competition was for the Istanbul Broadcasting House in 

1949. (Figure 82) The winner was Zeki Faik Ķzer and his composition became the 

first artwork to be installed in an official building491. 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 collaborative acts and the debut of young artists. Beril Anēlanmert defines this 
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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.492 

 

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 Cengiz Bektaĸ, Oral Vural and Vedat ¥zsan 

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.493 Another architectural 

competition project, the Lisbon Turkish Republic Foreign Affairs Embassy (1963), 

designed by Orhan ķahinler, Muhlis T¿rkmen and Hamdi ķensoy, included 

artworks by Devrim Erbil, ķadi ¢alēk, H¿seyin Gezer and Sabri Berkel. Like the 

Agricultural Products Office building, these artworks were selected through a 

competition.494 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 instance, Cengiz Bektaĸ was assigned to design Presidential 

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.495  
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In addition to organizing competitions as well as giving credence to the architect, 

another factor was the clientôs desire and consciousness to integrate artworks in 

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 of METU, Kemal Kurdaĸ, who was 

personally interested in the incorporation of art, got in contact with the artist 

Gencay Kasap­ē.   

 

His experience at the Mexico Universityôs campus of made him able to realize the 

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 ambition to Gencay Kasap­ē and offered her to make five works of art for the 

campus496. Kasap­ē quotes from their dialogue that Kurdaĸ said, ñWe want to 

qualify this university with more artistic works.ò497 His vision culminated in the 

application of one artwork by Gencay Kasap­ē to the Faculty of Architecture and 

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 Ķlhan Arabacēoĵlu, who was the 

manager of infrastructure and construction department at Balēkesir Municipality. 
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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 

situation, Arabacēoĵlu made a proposal and made an agreement for these three 

walls with three artists, Devrim Erbil, Bedri Rahmi Ey¿poĵlu and Neĸet G¿nal. 

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.498   

 

Similarly, the competition held for an artwork for the Etibank Headquarters 

building witnessed another unsteady process. The artist ķadi ¢alēk won the 

competition in 1955 with his metal relief, which is said to be the very first metal 

abstract sculpture produced in Turkey.499 (Figure 88) However, this proposal was 

not realized; instead, the mosaic panel designed by Eren Ey¿poĵlu was applied. 

Likewise, during the construction of the Lisbon Embassy building, a rupture 

appeared in the process of the selection of the artworks. Orhan ķahinler states 

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 

were all realized, Kuzgun Acarôs work could not be applied due to the rejection of 

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 saying, ñAnkara hates the artwork [by Acar 

on the fa­ade of the Emek Office Building] in Kēzēlay and one day, they will 

remove it. We cannot venture to place this into the Lisbon Embassy.ò500 Although 

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 

clientôs feedback.501 

                                                 
498

 See the interview with Devrim Erbil. 
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Apparently, the story of this ñnotoriousò artwork did not end until Cengiz Bektaĸôs 

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 from the fa­ade for the Emek 

office building. Unfortunately, this plan was also refused by the administration of 

the Society due to the possible application expenses of the artwork.502   

 

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 fa­ade of the Ministry of Finance. According to Cengiz Bektaĸ, 

Burak persuaded the contractor and installed his own work in the form of a relief 

without requesting any payment.503   

 

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.  

 

Sibel Bozdoĵan argues that ñthe ideal of capitalism beyond simple profitability 

accounting was merged with the ideal of modernism, which went beyond the 

sterile rational/functional formulas.ò504 Using an economic term, she claims that 

the integrating of the arts indicates the aim to create surplus value in 

architecture.505 This phrase, ñsurplus value,ò could imply three things: the 

                                                                                                                                       
501

 Unfortunately, this estimation proved to be right and the artwork situated on the wall of 
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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 Ka­el, ñarchitects have voluntarily aestheticized both the visible 

identity of private industry and the óinvisible handô of free market economy in 

Turkey.ò506 The new patronage was regarded as an opportunity for the architects 

to express and experiment with their ideas and contribute to modernism.507 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 

architectural practices, which were set forth with their ñvisual valuesò.508 

 

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 

towards either constructing aesthetically conscious buildings509 or forming an 

identity. 

 

The Vakko Factory building (1969), designed by Haluk Baysal and Melih Birsel, 

emerges as a relevant example industrial complexesô role in the relationship 

between the arts and architecture by incorporating  14 artworks. The Vakko 

                                                 
506

 Ka­el, E.A. (2009) Intellectualism 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 
 

507
 Ka­el, E.A. (2009). p 229 

 

508
 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  

 

509
 Tekeli, I. (2005) p 33. 

 



155 
 

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 brought about ña new conceptò to the 

clothing sector510. 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 ñthe initial move for Vakko to support art,ò511 which has ended up with 

the companyôs art collection today. Architects Baysal and Birsel emphasized this 

intention, from their aspect, as a positive contribution to the performances and the 

creative activities of the workers.512 Ela Ka­el argues that this assertion denotes 

their ñintellectual mediationò but also shows their desire to attend the capitalist 

system513, which provided a basis for the architects to create a ñsurplus valueò514  

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 Holding, which was one of the prominent holding companies in Turkey, 

widened its business during the postwar period. In the 1960s, it began to 

manufacture a large scale of products from automotive industry to domestic 
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appliances. Then the company extended the activities to many different fields 

such as tourism, finance, food industry and textile,515 As a part of this initiative, the 

Divan Hotel was founded in 1956,516 and the initial project was designed by 

R¿knettin G¿ney. Between 1972 and 1975, the renovation was directed by 

Abdurrahman Hancē and assisted by Aydēn Boysan. The hotel was  home for 

many artworks by important contemporary artists such as F¿reya Koral, Bedri 

Rahmi Ey¿poĵlu, Gencay Kasap­ē, Mustafa Pilevneli, Erol Akyavaĸ, Jale 

Yēlmabaĸar, Ilhan Koman and Mustafa Islimyeli. This example highlights the 

clientôs perception towards the artwork within the space. The manager of the 

hotelôs patisserie printed brochures for customers, telling the story about the 

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. Bedri Rahmi Ey¿poĵluôs art panel at the 

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.517 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 

works. According to Tali Kºpr¿l¿, the construction supervisor, a competition 
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included different categories, such as ceramics, stained-glass, reliefs, engravings 

and panels, and more than 450 contestants participated.518 The architect of the 

building was Fatin Uran, who had also worked with Paul Bonatz in the Grand 

Ephesus Hotel519, which was also a project incorporating many artworks after a 

competition. The interior architects of the Intercontinental Hotel project were 

Abdurrahman Hancē, Y¿ksel Karapēnar, Reĸat Sevin­soy and Aydēn Burte­ene. 

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 

working as a team. According to Tali Kºpr¿l¿, the interior architects of the hotel 

were mindful and constructive in the integrating of artworks with the structure520, 

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 Doĵan Tekeli, Sami Sisa and Metin Hepg¿ler (1960).521 After 

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.522 Doĵan 

Tekeli says that, at this phase, convincing the client, the cooperative, was a not 

an easy process due to the price of these artworks.523 He said that the clients and 
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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.524 

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.525 (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.526 It 

was a competition based project527 and several artworks were incorporated both 

inside and outside of the building.528 Orhan ķahinler, the architect of the building, 

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 
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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 clientôs understanding or, the persistency of the 

architect or a combination of both. The architectsô vision in conceiving the 

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.  

 

4.1.2.2. Architectôs Dialogue with the Artist 

 

Within the network of ócollaborationô, there is another 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 ócollaborationô close 
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to the idea of ósynthesisô? If not, is it possible to speak about ócollaborationô to a 

certain extent? In which circumstances can the process be defined as 

ócollaborationô 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¿rk Grup Espas, traces its mentality to a 

total design within space through a consensus between the architect and the 

artist. Despite the intellectual effort and manifestations on this ñcollective 

purpose,ò no achievement was realized that could be said to be the manifestation 

of this ideal.  

 

According to architect Utarit Ķzgi, the most all-encompassing and effectual unity 

within a structure occurs among the architect, the painter and the sculptor.529 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 ñnecessary subordinationò between the 

space and the artwork.530 Alternatively, Sert puts forward three types of 

relationships ð integrated, applied and related, which, I argue, are related to his 

artistic point of view. By the term ñintegration,ò he means being attached to the 

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/her art, he prefers to use the term ñapplied.ò ñRelated,ò 

alludes to an independent process that could achieve a harmony unintentionally 

by the end of the project without former agreement.531 Architect Abdurrahman 

Hancē describes two roles that the artist can play. One is hanging a painting on 

the wall and the other is making their artwork as part of the structure, thereby 
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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 removing a wall or a fa­ade.532   

 

I separated this issue into two parts in terms of the course of action for better 

analysis, except from the ósynthesisô. As mentioned in the previous part, 

ósynthesisô is defined as the ideal form of this ócollaborationô, 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 architect, which I will call ócollaborationô. For the 

second one, I would prefer to use the term óinsertionô.  In óinsertionô, 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 limit the artist Bedri Rahmi Ey¿poĵlu. Halit Femir, an 

architect who practiced in the studio of Le Corbusier in Paris, designed the pool 

and the building attached to it. Ey¿poĵlu expresses his regrets about his work, 

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.533 (Figure 94-95) 

 

As previously stated, the placement of artworks at the METU campus was 

initiated at the request of the client, Rector Kemal Kurdaĸ. But their placement 

was determined by the architects Altuĵ and Behruz ¢inici. Gencay Kasap­ē, who 

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 
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