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ABSTRACT

PARISIAN AVANT-GARDE WOMEN AND THE PRODUCTION OF
“DOMESTIC” SPACE IN THE EARLY TWENTIETH CENTURY

MEHMETOGLU, Yildiz ipek
M.A., Department of History of Architecture
Supervisor: Prof. Dr. Belgin Turan Ozkaya
July 2014, 154 pages

Although the twentieth century artistic avant-garde’s critical attitude towards
conventional types of art production which would eventually fuse into their very
existence had its impact on women too, the avant-garde groups’ endeavor to
destruct the autonomy of art and architecture has generally come to be associated
with the power and productions of the masculine. Regarding the avant-garde
circles, this thesis takes a reverse stance in order to look at the contextual
dynamics of the attempt to re-establish the art-architecture and life bond not only
through artistic products but also through the avant-garde’s everyday spaces.
While doing this it analyzes certain codified everyday spaces the avant-garde
occupied in early twentieth century France, such as salon, atelier and “nature”, by
dwelling on the role of women, particularly Gertrude Stein, Charlotte Perriand,

Sonia Delaunay and Natalie Clifford Barney.

The main questions that are raised focus on the threefold relationship constituted
between these avant-garde women’s productions, their everyday lives and their
domestic environments in which they also produced their artistic works.
Accordingly, the problematic relationships between domesticity, work, women,

publicity, privacy and the avant-garde are crucial points of the investigation. It is



the claim of this thesis that the women could achieve the tie between art and
everyday life as asserted by the avant-garde in the “domestic” environments
attributed to them by both challenging the codes of those spaces and introducing
the visions of their avant-garde stances.

Keywords: avant-garde women, domestic space, publicity, privacy, turn-of-the-
century Paris
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ERKEN YIRMINCI YUZYILDA “DOMESTIK” MEKAN URETIMI VE
PARIS’LI AVANGARD KADINLAR

MEHMETOGLU, Yildiz Ipek
Yiiksek Lisans, Mimarlik Tarihi Bolimii
Tez Yoneticisi: Prof. Dr. Belgin Turan Ozkaya
Temmuz 2014, 154 sayfa

Yirminci ylizy1l sanatsal avangardinin geleneksel sanat iiretimine karsi, kendi
varoluslarina da niifuz edecek elestirel tutumu kadinlar iizerine de etki etmis
olmasina karsin, avangard gruplarin sanatin ve mimarhigin 6zerkligini yikma
cabasi genellikle erkegin giicii ve iiretimiyle bagdastirilmistir. Bu tez, avangard
cevreleri goz Oniine alarak, karsit bir bakis agisiyla; sanat-mimarhk ve hayat
bagini yanlizca sanat iiretimleriyle degil, avangardin giindelik yagsam mekanlariyla
da yeniden inga etme girisiminin baglamsal dinamiklerine bakmay1 hedefler. Bunu
yaparken, Gertrude Stein, Charlotte Perriand, Sonia Delaunay ve Natalie Clifford
Barney gibi kadinlarin rolii iizerinde durarak; salon, atélye ve “doga” gibi, erken
yirminci yilizyilin Fransa’sinda avangardin kullandigi belirli kodlanmis giindelik

yasam mekanlarmi analiz ediyor.

Tezin ana sorulari, avangard kadinlarin tiretimleri, glindelik yasamlar1 ve sanatsal
iretimlerini de gergeklestirdikleri domestik ¢evreleri arasinda kurulan ticli iligki
iizerine odaklanmaktadir. Evsellik, is, kadin, kamusallik, mahremiyet ve avangard
arasindaki tartigmaya acik iliskiler de arastrmanin kritik noktalarini

olusturmaktadir. Bu ¢aligmanin savi, avangardin savundugu sanat ve giindelik

Vi



yagam arasindaki bagin, kadmlar tarafindan onlara birakilmis “domestik”
mekanlarda, hem bu mekanlarin kodlarina meydan okuyarak, hem de avangard

bakis agilarini katarak olusturulabildigidir.

Anahtar kelimeler: avangard kadinlar, domestik mekan, kamusallik, mahremiyet,

yiizy1l basi Paris’i.
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CHAPTER 1

INTRODUCTION

The military term “avant-garde”, meaning “advanced-guard”, was first used in
literary and artistic context in the words of Olinde Rodrigues, in the dialogue
“L’Artiste, le savant, et ’industriel: Dialogue” in Saint Simon’s book Opinions
Littéraires, Philosophiques et Industrielles’ in the nineteenth century, at a time
when the tension in social and political grounds in France was at its peak.” It was
used by Saint Simon and his circle for pointing to the potential power of the arts
and the artists in disseminating new ideas to the public for leading the humanity

towards an advancement of living;

To Saint-Simon, the artist is the ‘man of imagination’ and, as such,
he3 is capable not only of foreseeing the future but also of creating
it.

Avant-garde in the nineteenth century included certain “political radicalism” and
“socialist anarchism” defining an advanced and revolutionary group that negated

the conventional methods of production and instead presented itself quite active

! «“C’est nous, artistes, qui vous servirons d’avant-garde: la puissance des arts est en effet la plus
immédiate et la plus rapide.” Henri de Saint Simon, Opinions Littéraires, Philosophiques et
Industrielles (Paris: Galérie de Bossange Pére, 1825), 341.

2 According to Matei Calinescu, the term was first used in artistic means by Olinde Rodrigues, a
Saint-Simonian mathematician from the circle of Saint-Simon, although the idea of artist in such a
leading position was already developed by Claude Henri de Saint Simon, the French social
theorist, and his disciples including Olinde Rodrigues, by the time. Regardless of the book
Opinions Littéraires, Philosophiques et Industrielles’ collective nature, the first use of the term is
generally ascribed to Saint-Simon. Matei Calinescu, Five Faces of Modernity: Modernism Avant-
garde Decadence Kitsch Postmodernism (Durham: Duke University Press, 1987), 101.

% Matei Calinescu, 102.



for the aim of a revolution in political and social terms.* Yet by the twentieth
century, this stance tended to transform into a more ‘artistic’ negation, as asserted
by the introducers of the term long ago. The term came to represent the group of
artists that rejected the traditional modes of artistic production, in an action of
difference and destruction, to draw public away from the popular culture and
products of culture industry, and to destroy the borders of art so as to produce a
totally free art; that was freed from any institution, any tradition, one that stood
just at the heart of the very existence.® This liberation could be achieved through a
revolution of life itself with art’s genuine subversive power, where avant-garde
followed a full insistence on the present and a rejection of the past. The very
strong ties with its revolutionary history in fact conveyed it to a point where it
could still keep its resistance against the established formations, and its hope to
gain its art a pioneer role in the transformation of the society.®

Such an approach can be said to have appeared as a concept for the twentieth
century avant-garde circles from Dadaists to Situationists, even though with
different productions, manifestoes, manners and lifespans’; where the innovative,
revolutionary, critical, and at times anarchic aspects of the avant-garde would lead

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

* Andreas Huyssen, “The Hidden Dialectic: Avantgarde — Technology — Mass Culture” in After the
Great Divide: Modernism, Mass Culture, Postmodernism (Bloomington: Indiana University Press,
1986), 4-5. Also, Calinescu refers to Olinde Rodrigues’ words: even though the term is used
within reference to art, Calinescu suggests that it also had strong military connotations. Matei
Calinescu, 103-104.

® Peter Biirger, Theory of the Avant-garde, Michael Shaw trans. (Manchester: Manchester
University Press, 1984), 72.

® See Andreas Huyssen “The Hidden Dialectic: Avantgarde — Technology — Mass Culture” in
Great Divide: Modernism, Mass Culture, Postmodernism (Bloomington: Indiana University Press,
1986), 3-15. Matei Calinescu, Five Faces of Modernity: Modernism Avant-garde Decadence
Kitsch Postmodernism, 112-116. Peter Biirger, Theory of the Avant-garde, Michael Shaw trans.
(Manchester: Manchester University Press, 1984). Renato Poggioli, The Theory of the Avant-
Garde, Gerald Fitzgerald trans. (Cambridge: Harvard University Press, 1968).

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



and each individual in it; turning “aura [of art] into mass, form into process,

author into producer, and architect into organizer.”®

Renato Poggioli in his book
The Theory of the Avant-Garde comments on this break away with the past and
the traditional, towards the formation of a totally new and free art created from
scratch, and reaching beyond the ‘individual artist’s sacred creation, as “[...] an
ideal of the tabula rasa which spilled over from the individual and artistic level to
that of the collective life.”® The emancipation from any ideological or artistic
ground, and rather merging with the everyday or the “collective”; would leave art
with “no purpose”, as proposes Peter Biirger in his seminal book, Theory of the

Avant-Garde:

When art and the praxis of life are one, when the praxis is aesthetic
and art is practical; art’s purpose can no longer be discovered, because
the existence of two distinct spheres (art and the praxis of life) that is
consltci)tutive of the concept of purpose or intended use has come to an
end.

This intended merge is actually what differentiates avant-garde from modernism;
and it acts as one of the key points in the examination of the six cases in this
thesis. This merge with everyday life is further explained by Hilde Heynen’s
“Introduction” in Negotiating Domesticity: Spatial Productions of Gender in

Modern Architecture:

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

® Esra Akcan, “Manfredo Tafuri’s Theory of the Architectural Avant-garde” in The Journal of
Architecture, Vol.7 No.2 (Summer 2002), 149.

® Renato Poggioli, The Theory of the Avant-Garde, 96.

10 peter Biirger, Theory of the Avant-garde, 51. Yet this attempt ended in failure, which Biirger
calls as “the death of avant-garde”.



alternative relationship between high art and mass culture, and thus
should be distinguished from modernism.**

Within this intellectual environment, women were active as well. Avant-garde’s
basic idea, their critical attitude towards conventional types of art production
which would eventually fuse into their very existence, and would lead to the
proposing of an anti-style for everything had its impact also on the involvement of
women in the struggle.”> Women, as well, were acquiring a different place and
role within the given taboos of the society; through their performances and art-
architecture productions, but also with their living. Yet, the twentieth century
avant-garde groups’ endeavor to destruct the autonomy of art and architecture has
generally come to be associated with the power and productions of the masculine.
Regarding the historical avant-garde circles of the early twentieth century, this
thesis takes a reverse stance in order to look at the contextual dynamics of the
attempt to re-establish the art-architecture and life bond achieved by women, not
only through artistic products but also through the avant-garde’s everyday spaces.
While doing this it analyzes certain codified everyday spaces the avant-garde
occupied in early twentieth century France - specifically Paris, until the Second
World War - such as salon, atelier and ‘nature’, by dwelling on the role of
women, particularly of Gertrude Stein, Charlotte Perriand, Sonia Delaunay and
Natalie Clifford Barney. The research on how women were active in the
challenging and free production of art and living, and what differences they

brought to the ideals and livings of the avant-garde brings to focus the period’s

1 Hilde Heynen, “Modernity and Domesticity: Tensions and Contradictions” in Negotiating
Domesticity: Spatial Productions of Gender in Modern Architecture, Hilde Heynen, Giilsiim
Baydar eds. (Oxford: Routledge, 2005), 5.

12 Women were not only involved in modernity but also appeared as pioneers of the avant-garde
movements within the period as recently discussed by Gill Perry, Women Artists and the Parisian
Avant-garde: Modernism and Feminine Art, 1900 to the Late 1920s (Manchester: Manchester
University Press, 1995). Shari Benstock, Women of the Left-Bank: Paris, 1900-1940 (Austin:
University of Texas Press, 1986), Cornelia Butler, Alexandra Schwartz and Griselda Pollock eds.,
Modern Women: Women Artists at The Museum of Modern Art (New York: The Museum of
Modern Art, 2010).



relatively freer milieu of Paris which differed from others in “its open cultivation
of and respect for art and with its undercurrent of sexuality”*®. Evidently, avant-
garde formations found the proper and free ground for their artistic and
intellectual productions as well as their “arts of living”, to flourish in the habitats
they formed in the pre-war Paris, and specifically on the Left-Bank, which set the
scene for this population of avant-garde artists, bohemians, intellectuals and alike
of the period with its relatively cheap apartments (Fig.1.1). For both the expatriate
and the Parisian, the city offered something that many other metropolitan cities
could not by the time: a freedom in financial, sexual, moral and creative terms.**
The research aims to show how the free-minded avant-garde women actually

envisaged their own livings inside this free environment.

The connection domestic space held towards the above mentioned three spaces is
set as the ground of study. The salon examples show a primary opening of the
domestic through the introduction of the public to the inside, whereas in atelier
this opening is enhanced with the introduction of the ‘production’ and work, and
in nature, it is further enlarged with the physical opening towards outside; which
in the end define the order of the chapters. While doing this, certain avant-garde
artist, writer and architect women are chosen based on these domestic spaces: the
two avant-garde and queer writers, Gertrude Stein and Natalie Clifford Barney,
are chosen to show how their literary and artistic salons contributed to the
period’s avant-garde life, and how those spaces challenged the existing social
prescriptions with both the owners’ literary productions, and everyday practices
sustained in these settings. The inquiry also investigates whether the two writers’

queerness had connections with the break of privacy and opening to public of their

3 Donald Pizer, “The Sexual Geography of Expatriate Paris” in Twentieth Century Literature,
Vol.36 No.2 (Summer 1990), 173.

4 Amy Wells-Lynn, “The Intertextual, Sexually-Coded Rue Jacob: A Geocritical Approach to
Djuna Barnes, Natalie Barney, and Radclyffe Hall” in South Central Review, Vol.22 No.3, Natalie
Barney and Her Circle (Fall 2005), 86-87.



Figure 1.1 Plan of Paris, dated 1892. The coloured dots are added by author. Yellow,
Stein families” salons. Blue, Barney’s salon and garden. Cyan, Delaunay family’s
apartments. Orange, Perriand’s house and Le Corbusier-Jeanneret’s office. Except that of
Delaunay’s apartment in Rue Malesherbes, all were settled on the Left-Bank which
offered cheaper apartments and a freer intellectual neighborhood.

Source: [data base online]
http://www.oldmapsofparis.com/system/maps/21/original/paris1892.jpg?1329724310.
[Accessed: 03.07.2014].

domestic units. The two queer examples differed from both previous and their
contemporary salon gatherings in specifically two ways; first, they actually
contributed to the artistic and literal discussions done inside the salons not only as
hostesses but also as art producers, thus they were not only opening their living
spaces to public, but their production spaces as well; and second, both were overt
lesbians, and offered two different ways of opening the space, both physically,

mentally, and sexually.



The designer Charlotte Perriand and artist / designer Sonia Delaunay have been
chosen as the investigation subjects of the atelier space, for the relationships they
held towards their male contemporaries, their familial domestic settings and how
they achieved an equilibrium (or dominance) between their workspaces and their
domestic spaces. The relationship between Perriand and the office of Le Corbusier
— Pierre Jeanneret, and the relationship between Delaunay and her artist husband
Robert Delaunay, bring to light these women’s relations to concepts as ‘work’ and
‘family’; which merge in the single space of their atelier-apartment. What
differentiates them from other contemporary female artists is the fact that both
managed to blur the discrepancies between ‘crafts’ and ‘fine arts’, or ‘decoration’
and ‘architecture’, by simply taking the production into the very existence. Having
conventional families, they both incorporated the atelier not only into the house,
but also to the produced artistic or architectural works, where an integration of
family, atelier, and production became inevitable. The two achieved this

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

Finally, for the comparison of two differently characterized places of nature,
namely, the isolated natural setting in a dense urban crowd, and the opposite, the
nature in its free and deserted form; the garden of Natalie Clifford Barney in Paris
city center, and refuges that Charlotte Perriand created in the mountains have been
chosen to exemplify how in the two different contextual backgrounds these
women achieved an integration of life to art, life to nature, and domesticity to
open space; when regarded the endless and deep connections the two women held
towards nature. This apparent connection to nature had its bold share in the artistic
and architectural works of the two women and eventually differentiated them from
others in the integration of the natural setting as an extension of the house (or
house, as an extension of the nature) with the artistic/architectural production at a
time where the ‘going outside’ of the borders of the house was itself a challenge

for women. The outside, then, not only got to be ‘lived in’, but also reproduced.



Going hand in hand with the exploration of how certain women contributed to the
avant-garde productions together with how they accomplished their own artistic
and architectural creations; this study investigates what kind of relations were
constituted in the everyday life of these avant-garde women to help better assess
their significant role in the production of the everyday spaces that they used. The
term ‘social production’ is used so as to refer to how avant-garde women
appropriated certain mostly private and domestic everyday spaces as attraction
points, and used those spaces as the battlefield for their own creations, as well as
others’ artistic and architectural productions and performances following the main
objective of the avant-garde: ‘life together with art’. It deserves attention that the
mentioned spaces, which were used by avant-garde groups, were not always the
designed works of these women, but also spaces that were appropriated by them.
Thus the key verbs denoting the relationship between the women and the spaces

are ‘produce’ (either socially or physically), ‘design’ and ‘appropriate’.

In the investigation of this ‘production’, one important point is how the avant-
garde women differently envisaged the life, and the art that they were leading,
than did men. The notions of domesticity and domestic space are subjects of
inquiry; and evidently, the way women connected themselves and their art to their
home and to the outside differed from that of men severely. The challenges
brought to domestic and everyday environments by pushing the encoded
meanings of home, femininity, publicity and privacy certainly had their shares, as

examined in different chapters of the thesis.

The thesis’ main aim is to examine the overlooked image of women in avant-
garde circles to shed light on them and their contributions to the history of the
arts, the changes they brought to society, and as they asserted, to life itself; with

the spaces they appropriated. Thus the main questions that are raised focus on the



threefold relationship constituted between these avant-garde women’s
productions, their everyday lives and their domestic environments in which they
also produced their artistic works (the environments which appeared to have
merged their art of creating and living): what was the relationship constituted
between the everyday lives of these avant-garde women and their artistic
productions; the relationship between their everyday practices and their domestic
environments, or their domestic environments and their artistic productions. The
problematic relationships between ‘housewife’ and ‘working women’, ‘women’
and ‘public’, or ‘domestic’ and ‘avant-garde’ are also crucial points of this

investigation.

To better assess the role of the examined spaces in terms of these dual
relationships, it is worth to examine the concept of ‘domestic environment’. The
term ‘domesticity’ appears with the emergence of industrial capitalism and the
birth of the modernist era as the consequence of the break between the work place
and home, which brings the human being into contact with real life only at work
and with an “illusory” realm at the dwelling space.'®> The commitment of modern
individual to this “illusory” idea of the ‘home’ in her/his new modern living is

explained by André Jansson;

[...] the emerging bourgeois culture of the 19" century was influenced
by romanticism and involved a new emphasis on the home as an
environmental-aesthetic project — a place to really feel at home in
discussion of ‘at-homeness’). The increased pluralization of
lifeworlds, the growth of anonymous urban areas, and industrial
complexes, provided the home with a new meaning, since it could no
longer be taken for granted as the prominent life context. The home
had to be constructed, in aesthetic as well as functional terms.*®

> Walter Benjamin, “Paris: Capital of the Nineteenth Century”, in Arcades Project, Howard
Eiland and Kevin McLaughlin trans. (Cambridge: The Belknap Press of Harvard University Press,
1999).

16 André Jansson, Image Culture: Media, Consumption and Everyday Life in Reflexive Modernity
(Sweden: Grafikerna Livréna i Kungélv, 2001), 171.



This “construction” was apparently, ascribed to the owner of the space, the
woman; at the same time depriving her from the public arena, since the dwelling
space, which is “turned into a means of self-expression — both its interior and

9917

exterior properties”"", was the only arena reserved for women:

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

Yet together with the appearance of this “private/public dichotomy” that Heynen
mentions which enforces women to stay in the borders of the former; we begin to
see challenges brought to this existence simultaneously, where women start to

break the prescribed spatial codes of living:

[...] many women and their organizations bent the ideology of
domesticity in such a way that it gave them access to public life and
positions of substantial influence, rather than limiting them to the
strict confines of their own household.*

The chosen cases of the thesis constitute such challenges to the prescribed image
and function of the domestic interiors. The chosen places of artistic production are
basically domestic units which challenge the ‘interiority’ of the house in an aim to

bring a focus to the ways it opens the interior towards the ‘outside world’:

In as far as modernity means change and rupture, it seems to imply,
necessarily, the leaving of home. A metaphorical ‘homelessness’
indeed is often considered the hallmark of modernity.?

7 Ibid.

'8 Hilde Heynen, 7.
9 Hilde Heynen, 13.
2 Hilde Heynen, 2.
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Indeed, in this case, the examples offer new ways of breaking the limits of the
“home” which provide the “homeless” soul of the artist a place where she could

inhabit and turn into a product of art at the same time.

Departing from these analyses, the thesis sums up the avant-garde’s main aims
(merging art with the everyday, creating collective art, opening towards public
and focusing on the process of production) in three basic chapters, in terms of the
spaces that the processes of production inhabit. The first one is the salon which
emphasizes the collectivity of artistic production (be it the painting or the writing)
that differentiates it from individual production and turns it into one that is shared
rather than admired, without a single author and the rest as beholders; and
challenging the enclosed ‘domestic’ through the ‘public’ or the ‘communal’, as
achieved inside the walls of the salon. The second is the atelier, which integrates
the process of production into the way of living, challenging the ‘domestic’
through ‘production’ or ‘work’. And the last one is ‘nature’, which changes the
focus of production from the interior towards outside, following modernism’s
concern of opening towards the outdoors (both physically and mentally, following
“a preoccupation with cleanliness, health, hygiene, sunlight, fresh air and
openness™) challenging the ‘domestic’ through the ‘openness to the outside

world’.

The exemplifying women are then chosen with regard to these three spaces. In the
first chapter, the two expatriate, American avant-garde queer writers, Gertrude

Stein and Natalie Clifford Barney appear as crucial figures with their salons that

21 paul Overy, Light, Air and Openness: Modern Architecture Between the Wars (London: Thames
& Hudson, 2007), 9.
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gathered both male and female avant-garde artists, writers, photographers,
philosophers of the time.??

The fashion and interior designer Sonia Delaunay and interior and industrial
designer Charlotte Perriand have been chosen in the investigation of the atelier-
apartments of the Parisian context. The existing scholarly works have created the
ground for me to further my own analysis of the productions that took place in
these ateliers, which eventually or directly had their impacts on the lives and

living environments of these women. %

The last chapter looks at the relationship women formed to nature through their
homes. Perriand’s own creations Refuge Tonneau, Refuge Bivouac and her house
in Méribel in France are examined.?* The existing literature on these projects shed
light on how Perriand realized through architecture her love of the mountains. The
other example, Barney’s garden, is further analyzed to read the atmosphere of the

salon in Rue Jacob; but this time through the relationship it held to its garden and

%2 The writings of Gertrude Stein (1925), (1933), Diana Souhami (2009), James R. Mellow (2003),
Sara Blair (2000), Wanda M. Corn with Tirza True Latimer (2011) in the examination of Stein, her
art and her salon, and of Natelie Clifford Barney (1929), (1992), Amy Wells-Lynn (2005), Shari
Benstock (1986), Sheila Crane (2005), Suzanne Rodriguez (2003), Tirza True Latimer (2005), and
Barney’s archives in Bibliothéque Littéraire Jacques Doucet in Paris have been used as references
in revealing the relationships these women had formed between their salons, their lives, and their
literary works.

% The works of Adela Spindler Roatcap (2003), Arthur Cohen (1978), Clare Rendell (1983),
Sherry Buckberrough (1995), Stanley Baron with Jacques Damase (1995), Tag Gronberg (1998,
2002), and Whitney Chadwick (1993) on Sonia Delaunay; and Mary McLeod’s edited book
(2003), Perriand’s autobiographical book (1998) and Arthur Riiegg’s edited book (2004) on
Perriand’s works have been used as references in the investigation of this chapter. Also, Charlotte
Perriand archives in Petit Palais in Paris have been conducted.

2 Perriand’s autobiography, Catherine Clarisse, Gabriel Feld, Mary McLeod and Martha Teall’s
article in Mary McLeod’s edited book (2003) and Elisabeth Védrenne (2005), Charlotte Perriand
archives in Petit Palais in Paris.
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the Temple a ’Amitié, through the inquiry of certain rituals and gathering that

took place in the setting, in addition to her and her circle’s literary works.?

The fact that the four women hardly labeled themselves as ‘feminists’, and some
even felt uneasy with the term; brings much to light about their avant-garde living;
since they instinctively chose to envisage their own lives by actually ‘living’ it,
and eventually rejecting any codes or etiquettes. All of the four women broke the
perceptual boundaries of being of the “other sex” by living their lives in the way
they were pleased, and not by mere discourses or labels. The way they pursued
their avant-garde lives was already opposing to the patriarchal society’s limits,
their feminine ideals were way above these limits. They did not feel the need to
challenge the limits by opposing, but rather by simply living, which can be argued
as being quite avant-garde.

The study thus, shows how several women were active in the avant-garde
productions; both with their artistic or architectural works, and with their very
presence, their use of the domestic ‘avant-garde everyday spaces’. The subjects
individually - as the avant-garde women or their artistic productions - have come
to appear as subjects of investigation lately, yet, what this thesis aims to show is
the relation between these women, their everyday lives, and their domestic spaces
of artistic production, as it is actually quite crucial, and neglected, in the writing of

modern art and architectural history.

2 Works of Natalie Clifford Barney (1929), (1992), Amy Wells-Lynn (2005), Baptiste Essavez-
Roulet with William Pesson (2008), Sheila Crane (2005) and Suzanne Rodriguez (2003) and
Natalie Clifford Barney archives in Bibliothéque Littéraire Jacques Doucet in Paris are used for
this inquiry.
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CHAPTER 2

SALON

2.1. Emergence of Private Salons

The idea of opening one’s house to public for exchange of ideas about politics,
science, arts and literature dates back to the ancient times?®; but it is in the-
sixteenth-and-seventeenth-century France that it gained another character which
was based on the gender division, where an alternative began to emerge to the
mainstream artistic circles of the time, the all-male academies.?’  Its initiators
mainly women, the salon gatherings, also called ruelles®®, hosted both female and
male guests and were grounded on talks; readings of literary works or discussions;
as explained by Evelyn Beatrice Hall’s book published under the pseudo name S.
G. Tallentyre in 1901:

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

% Though not bearing the same name, the ancient Greek ‘symposia’ had slightly similar
characteristics with the seventeenth century European salons; which were also social gatherings,
but for male citizens, for conversations and entertainment. See Fiona Hobden, “The Politics of the
Sumposion” in The Oxford Handbook of Hellenic Studies, Boys-Stones, George, Barbara Graziosi,
Phiroze Vasunia (New York: Oxford University Press, 2009) 271-280.

%" Suzanne Rodriguez, “The Salonist 1909” in Wild Heart: A Life: Natalie Clifford Barney and the
Decadence of Literary Paris (New York: Harper Collins, 2003), 177.

%8 The word ruelle was used as an alternative for salon; Erica Harth explains ruelle as: “[S]pace
between the wall and the bed on which the seventeenth-century salonniére reclined to receive her
guests, and which came to signify the social gathering itself, is emblematic of what in the male
imagination were the mysterious feminine recesses of the boudoir.” Erica Harth, “The
Seventeenth-Century Salon: Women’s Secret Publishing” in Going Public: Women and Publishing
in Early Modern France, Goldsmith, Elizabeth C., Dena Goodman eds. (New York: Cornell
University, 1995), 182.
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nursery of the Encyclopedia, the antechamber of the Académie. Here
were discussed Freethought and the Rights of Men, intrigues, politics,
science, literature. Here one made love, reputations, bons-mots,
epigrams. Here met the brilliancy, corruption, artificiality of old
France, and the boundless enthusiasms which were to form a new. %

The initiators, or the salonnieres, who were mostly women, did not only act as the
hostess of the house opened to public for these intellectual meetings, but also as
the director of the discussions; though the role given to them seems to differ
according to different historians as examined by Faith Evelyn Beasley. Beasley,
quoting from the two French Historians Roger Picard’s Les Salons Littéraires et
la Société Frangaise and Marc Ferro’s Histoire de France, argues that according
to general public opinion the roles of the salon and the hostess were reduced to a
sort of social schooling, where good manners and social skills were prospered,
with a silent role for the salonniére, who ‘listens’.*® Beasley takes issue with those
arguments and claims that this small literary circle of a private environment had
its effects on the mainstream French literature as well; both because of the
judgments of the hostesses, and the hostesses’ own writing contributions.
Together with Beasley’s argument, tracing Joan DelJean’s remarks in “The Salons
and Preciosity”, makes apparent that these small private gatherings offered
something of a challenge for the general intellectual institutions because of their
alternative spaces as houses’ drawing rooms or ruelles; and their new gender
definitions in terms of the new social roles they offer where women gain a central

position to create a new “world apart”:

It is fitting that these private academies were designated by temporal
and spatial terms, for the essence of the salon’s importance in literary

% 'S. G. Tallentyre, “Madame du Deffand”, in The Women of the Salons and Other French
Portraits (London: Longsmans, Green and Co., 1901), 1.

% Faith Evelyn Beasley, “Introduction”, in Salons, History, and the Creation of the Seventeenth-
Century France: Mastering Memory (Hampshire: Ashgate Publishing Limited, 2006), 3.
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life was bound up with its status as a world apart, a parallel sphere
with its own rules, activities, and schedule. **

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

sustaining the position of women as hostesses.*?

By the twentieth century, the salons continued to welcome several artists, writers,
photographers, musicians and dancers, now with the emergence of a new
alternative group that rejected the aristocratic salons’ ties with the old century
traditions; and who strived to create a new, modern art, named as the avant-
gardes, hand in hand with the women salon owners who were also themselves
avant-garde writers or artists. This chapter will investigate the two eminent avant-
garde women figures of the early twentieth century and their salons; namely
Gertrude Stein and Natalie Clifford Barney, from several perspectives; the
relationships they constituted with their spatial surroundings and their own literary
works; the spatial qualities of the salon spaces that symbolized their life styles;
and how these life styles through the usages of the spaces affected both the users
and the context in which they emerged. The study will take its cue from three
issues; first I will look at how they related themselves to the spaces they occupied,
particularly through their own representations and writings and how these spaces
influenced their art. Secondly, I will investigate how their and the frequenters’

avant-garde lifestyles complemented with the spaces of the salons through the

31 Joan DeJean, “The Salons and ‘Preciosity” in A New History of French Literature, Hollier,
Denis, R. Howard Bloch eds. (Cambridge: Harvard University Press, 1994), 299.

%2 Joan DeJean, 303. Also see Peter Quennell ed., Affairs of the Mind: The Salon in Europe and
America from the 18th to the 20th Century (Washington: New Republic Books, 1980).
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openness and the freedom it provided and how these spaces influenced the way
they live, creating a public atmosphere of private gathering rituals in a domestic
place. This leads us to the third analysis, that of the challenges they brought to the
terms of domesticity, publicity and privacy, through their own appropriations of

space; how in turn they influenced the character of the space.

Hilde Heynen refers to the term ‘adapting’ in describing what inhabiting a house
means in the etymological sense, the word’s relation with the word ‘habit’.> |
believe, this adaptation, or formation of habit, comes to the front as an important
term in understanding the relation between the occupants, objects, and the
occupied at this point of research. The regular and repetitive touch of the
inhabitant through objects (that carry values of memory) both physically and
mentally produce the interior space of the house, and in return, the interior space
with its spatial existence and utilization, reforms the inhabitant. This, in the end,
forms an adaptation, a coexistence of both parties. The house, getting form from
its occupant, also gives form to her.>* This seems appropriate for the analysis of
the two examples when the writings of the salon occupants are taken into
consideration, as in the case of Barney’s drawing of her salon and her own
adaptation of the salon space in her writings as analyzed by Amy Wells-Lynn in
The Intertextual, Sexually-Coded Rue Jacob: A Geocritical Approach to Djuna
Barnes, Natalie Barney, and Radclyffe Hall, which will be dwelled upon in
coming parts. A similar approach of analysis can be applied to Stein; for what
Sara Blair puts in “Home Truths: Gertrude Stein, 27 Rue de Fleurus, and the Place

of the Avant-Garde” as “In Stein’s text, the home is nothing more or less than a

¥ Hilde Heynen, “Modernity and Domesticity: Tensions and Contradictions” in Negotiating
Domesticity: Spatial Productions of gender in Modern Architecture,Heynen, Hilde, Giilsiim
Baydar eds. (Oxford: Routledge, 2005), 21.

% Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.
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buzzing, blooming landscape of modernity, a dwelling-place for the social project

of making it new.”®

, arguing the notions of domesticity, home and its interaction
with the avant-garde vision of creating the new, were subjects of concern in her
writings, denoting to a “coextensiveness of avant-garde and domestic spaces”.
The “home” as the “landscape of modernity” implies the domestic space as the
arena of creating the modern, which brings the everyday life that is carried out in

the interior of this landscape to the front as the practice of the avant-garde.

The salons Stein and Barney opened, as well, offered “a parallel sphere with its
own rules, activities, and schedule” as did the seventeenth century examples. The
everyday practice taking place in them differed from those of the outside world
not only because of the subjects of discussion of arts or literature, but also because
of their new communities, which were more open and emancipated in terms of
morals or relationships. Both Barney, and Stein were lesbians; and felt no need to
hide it, rather lived it overtly; as we can trace from Barney’s ideals of creating a
revival of queer Sapphic community in the private place of her salon and its
garden, and from Stein’s letters for instance, to her lifetime partner Alice B.
Toklas, where (unlike Barney’s open relationships, or her several lovers she had
all throughout her life) she refers to Alice as her wife.*® Their lives and social —
sexual choices contrasted with that of the conventional lifestyles, and could get
sustained only in the free milieu of Paris in the early modern period, and the small

habitats that they created in it.

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

“separate spheres”, as in the words of Jane Rendell in the book Gender Space

% Sara Blair, “Home Truths: Gertrude Stein, 27 Rue de Fleurus, and the Place of the Avant-
Garde”, in American Literary History, Vol.12 No.3, History in the Making (Autumn, 2000), 422.

% Diana Souhami, “Gertrude and Alice” in Getrude and Alice (London: Tauris, 2009), 12.
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Architecture: An Interdisciplinary Introduction: “an oppositional and hierarchical
system consisting of a dominant public male realm of production (the city) and a
subordinate private female one of reproduction (the home). The origin of this
ideology which divides city from home, public from private, production from
reproduction, and men from women is both patriarchal and capitalist.”®" The real
life, ‘executed” by men in the public arena resonates with reason, rationality,
production, creativity, publicity, strength, power; whereas the domestic, ‘illusory’
environment is produced by its counterpart —the woman-housewife-mother- with
an image of exactly the opposite values; coziness, comfort, emotion, consumption,
privacy, family, sexuality, intimacy. The prescribed role for woman strictly
differentiates from that of man; she leaves the place to man for him to become the
leader of the ‘reality’, and sets herself deep in the sentimental domestic
environment as the organizer, decorator, caretaker, housekeeper, or mother, as the

sovereign of the privatized, secret world.*®

This private world is everything within the house, and becomes associated with
everything that is ‘feminine’, the housewife becomes the individual that gets her
chance of “aesthetic self-expression and identity formation” as expressed by Lisa
Tiersten®, through decoration, and organization of this private interior space. Any
constituent element inside becomes of primary importance in the domesticating,
individualizing and privatizing of the house, everything within belongs to each

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

%7 Jane Rendell, “Introduction: Gender, Space” in Gender Space Architecture: An Interdisciplinary
Introduction, Rendell, Jane, Barbara Penner, lain Borden eds. (New York & London: Routledge,
2000), 103.

% Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.

% Lisa Tiersten, “The Chic Interior and the Feminine Modern: Home Decorating as High Art in
Turn-of-the-Century Paris” in Not At Home: The Suppression of Domesticity in Modern Art and
Architecture, Christopher Reed ed., (London: Thames and Hudson, 1996), 19.
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women. And anything that is from outside is perceived as ‘the stranger’, not

welcomed, whether with its physicality, or its gaze.

Under the light of this general framework given for the domestic interior and its
occupancy in relation to its different half, the public environment; | am looking at
this discussion from a different perspective to question the position of the salon-
interior that act as part of the ‘private home’. I will try to advance my argument by
dwelling on the role of women as key characters, to question their involvement in
the process of destroying the bounds of domesticity by opening both the physical
and mental doors of interior space.”’ The chosen salons differ from the
uncontested codes of the domestic house, and act as publicized domestic spaces

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

2.2. Salon in 27, Rue de Fleurus

Gertrude Stein, the writer and art collector, was an eminent figure in the
intellectual life of the beginning of the twentieth century Parisian avant-garde,
with her salon, at 27 Rue de Fleurus that she inhabited from 1903 to 1938, first
with her brother and later with her life partner Alice B. Toklas. She was born in
1874, and she emigrated from San Francisco, the United States (where she spent
her early life) to Paris, France in 1903, to live with her brother, Leo Stein, who
was already living and travelling in Europe by then; first in Italy, then London and
finally in Paris, at 27 Rue de Fleurus, where he settled to become an artist
attending Académie Julian. Gertrude, who had already left her education in

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

%0 Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.
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Figure 2.2.1a Leo, Gertrude and Michael Stein in the courtyard of 27, Rue de Fleurus,
1907.

Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkeley & Los Angeles: University of California Press, 2011), 37.

becoming a writer, growing an interest for modern art with the influence of her
brother in the meantime* (Fig.2.2.1a, 2.2.1b).

As Shari Benstock notes, Paris offered something that the United States could not
back then; a freedom for the way one worked and lived, all in literary, practical
and sexual terms. Although her writing was often concerned with America,
(placing herself at a distance allowed her to be able to write about it), “for Stein
9542

everything in her adult life became a subject for and was subjected to her art.

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

! Vincent Giroud, “Picasso and Gertrude Stein” in The Metropolitan Museum of Art Bulletin, New
Series, Vol.64, No.3, Picasso and Gertrude Stein (Winter, 2007), 9.

2 Shari Benstock, “Women of the Left Bank” in Women of the Left Bank: Paris 1900-1940
(Austin: University of Texas Press, 1986), 14.
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Figure 2.2.1b Plan of Paris dated 1892, showing Luxembourg garden, left Rue de
Fleurus, parallel, Rue (de) Madame (yellow dots showing 27 Rue Fleurus and 58 Rue
Madame, Gertrude Stein’s brother and sister-in-law’s apartment).

Source: [data base online]
http://www.oldmapsofparis.com/system/maps/21/original/paris1892.jpg?1329724310.
[Accessed: 03.07.2014].

living; “exploit[ing] the vocabulary, syntax, rhythms, and cadences of

conventional women’s prose and talk, the ordinary discourse of domesticity, to

create her own new ‘language’.”*, a language which contrasted with that of the

previous century sharply in its form and content:

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

** Margueritte S. Murphy, ““Familiar Strangers’: The Household Words of Gertrude Stein’s
‘Tender Buttons’” in Contemporary Literature, Vol.32 No.3 (Autumn 1991), 383-384.
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I write for myself and strangers. No one who knows me can like it. At
least they mostly do not like it that every one is of a kind of men and
woman and | see it. | love it and | write it.**

This contrast she offered included the way she lived and the way she positioned
herself sexually. One might identify Stein as an example of the ‘New Woman’,
carrying its “new spirit of the age and often act[ing] as an icon of modernity”
together with its explicit feature of masculinity;*® yet, in the words of Catharine R.
Stimpson, she “sharply separate[d] herself from her sex in order to assail and

herself enter a male world too strong for most women.”*®

, Which prevents her
from being named not only as the ‘new woman’, but any kind of ‘woman’. She
positioned herself as the ‘male’ one, in all aspects of her life; in her works of
literature; as she “saw serious writing as a male activity, one to which she made
claim by playing the role of the male, by seeing only male Modernists as her
colleagues and competitors.”’
Toklas, where she took the role of the husband for her “wife” (Fig.2.2.2a, 2.2.2b).

Yet, this sort of an embodiment of the traditional modes into new forms might

, in her domestic life as in her relationship to Alice

suggest as well, as analyzed by Donald Pizer in “The Sexual Geography of
Expatriate Paris”, “[...] not so much the expression of new and radical faiths as the
restatement of traditional beliefs in the new and radical forms of an open sexuality
and an evocative Paris locale.”*® One may wonder, whether this masculinity she
willingly put on herself was actually a mask that she wore to veil her queer /
woman character which would be seen as an anomaly, or a weakness in America

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

* Gertrude Stein, “Martha Hersland” in The Making of Americans (Illinois: Dalkey Archive Press,
1995), 290.

*® Hilde Heynen, 11.

% Catharine R. Stimpson, “The Mind, the Body and Gertrude Stein”, in Critical Inquiry, Vol.3
No.3 (Spring 1977), 497.

“7 Shari Benstock, 12.
*® Donald Pizer, “The Sexual Geography of Expatriate Paris”, 178.
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she may not have; reminding the words of Benstock upon Gertrude’s ‘means of
creating a new language of literature’ where a metaphor to her ‘means of living

her life and her leshian sexuality’ can be inferred;

Leo Stein and many who came after him were to conclude that
Gertrude’s experimentation with linguistic convention was the result
of her inability to deal effectively with language, so that she made her
greatest weakness into her most 'remarkable’ strength. *°

The “weakness” which refers to her “inability to deal with the language”, may as

I
&y z.if/

Figure 2.2.2a, 2.2.2b Alice B. Toklas and Getrude Stein.

Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkeley & Los Angeles: University of California Press, 2011), 75, 63.

“9 Shari Benstock, “Gertrude Stein and Alice B. Toklas: Rue de Fleurus”, 152. (my emphasis).
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well point out to her queerness which she compensated with a domestic
arrangement that resembles to ‘marriage’ with Alice Toklas, or her being of the
inferior sex, which she handled by adopting the attributes of the superior one; all
of which distinguished her from another woman.

The relation between her sexual preferences and identity to her vocational life of
writing might be enriched one step further with the relation she constituted to the
spatial environment of her house. The salon in Rue de Fleurus, was a part of her
first house in France (among other two: one summer house in Bilignin, and
another house in Paris, Rue Christine that she moved in with Alice after moving
out from Rue de Fleurus in 1938) (Fig.2.2.3a, 2.2.3b). The salon was actually a
single room of nearly 42 square meters facing towards north. It was an extension
of the two-storey house where there were living areas. Formerly, there were no
passages from the house to the atelier and the only way to access it was going
outside and then inside. It was positioned in the courtyard of the block 27 on the
street Fleurus that is close to the Luxembourg Gardens. The building block was
designed by the architect Gabriel Pasquier in 1896, and explained in The
Autobiography of Alice B. Toklas by Gertrude Stein;

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

The home at 27 rue de Fleurus consisted then as it does now of a tiny
pavillon of two stories with four small rooms, a kitchen and a bath,
and a very large atelier adjoining. Now the atelier is attached to the
pavillon by a tiny hall passage added in 1914 but at the time the atelier
had its own entrance, one rang the bell of the pavillon or knocked at
the door of the atelier, and a great many people did the both, but more
knocked at the atelier.”® (Fig. 2.2.4).

% Gertrude Stein, The Autobiography of Alice B. Toklas (London: Penguin Books, 1966), 10.
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Figure 2.2.3a, 2.2.3b Getrude Stein in salon in 27 Rue de Fleurus.

Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkeley & Los Angeles: University of California Press, 2011), 49, 97.

Gertrude and her brother Leo furnished this studio with collected paintings that
they bought from neighboring art galleries; that first occupied the walls on eye

level in one row, yet soon covered all the three walls, which turned the space
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eventually into “the first museum of modern art”™ (Fig. 2.2.5a, 2.2.5b). It was
soon opened to public every Saturday and appeared as an attraction point for the
artistic and literary circles of the time who first came to see the paintings, and
which eventually turned the space into a literary gathering salon, including
writers such as Ernest Hemingway, F. Scott Fitzgerald, Guillaume Apollinaire, as
well as Pablo Picasso, Henri Matisse, Man Ray, Francis Picabia, Georges Braque,
among many others, with their various paintings that were exhibited to this
changing audience.®” In Seeing Gertrude Stein, Corn and Latimer notes that:

Figure 2.2.4 Left, the entrance of the atelier. The small entrance to right was added later.
Source: [data base online] http://www.ellensplace.net/27rue.jpg. [Accessed: 03.07.2014].

*! James R. Mellow, “The Atmosphere of Propaganda”, in Charmed Circle: Gertrude Stein and
Company, (New York: Henry Holt and Co., 2003), 4.

°2 The reason behind the emergence of these gatherings is explained in Diana Souhami’s book,
Gertrude and Alice where she quotes Stein’s own words: “Matisse brought people, everybody
brought somebody [to see the collection] and they came at any time and it began to be a nuisance
and it was in this way that Saturday evenings began.”[my addition] Diana Souhami, “The Rue de
Fleurus [1903-6]” in Getrude and Alice, 71.
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In the early years Leo and Gertrude turned the original utilitarian
room into an improvisation, a contemporary art gallery where
paintings came and went and nothing was stable or predictable. >

After the split of Gertrude Stein and her brother Leo Stein upon controversy> in
1913, Gertrude continued to play with the collection at her salon, now with Alice
Toklas (who had already moved in with them by 1909); they changed constantly
the paintings on the walls and the furniture in order to achieve the best way
possible to impress the ‘guests’, the frequenters of the space™ (Fig. 2.2.6). In The
Emergence of the Interior, Charles Rice talks about the domestication of objects
through collecting; appropriation of the individual elements into a whole with the
touch of the collector, constructing a self-expression through the organization,
which shows both the collection itself, and the collector’s life; creating a
‘narrative of self’ through this process of collecting, classifying, decorating and
rearranging.56 One can sense Stein’s domestic character that is revealed through
the traces of her habit of collecting, her customs and her love of the routine, as

explained in Seeing Gertrude Stein:

*¥ Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude Stein (Berkeley
& Los Angeles: University of California Press, 2011), 100.

> Diana Souhami attributes the split to Leo Stein’s disapproval of Gertrude Stein and Picasso’s
works, which eventually led Gertrude to repudiate him. Diana Souhami, 75.

> With Alice moving in to the house, the interior space changed slightly from the old and
spontaneous decoration of the time when Gertrude was together with her brother: “Once Leo left,
Alice’s homemaking took hold, and she created a tidy and artful living room out of bohemian
disarray.” For example; the construction of a hallway between the living areas and the salon,
which helped to close the doors opening to outside, gaining them extra space for their furniture and
decorative pieces. Wanda M. Corn and Tirza True Latimer, 97.

*® Charles Rice, “Irrecoverable Inhabitations: Walter Benjamin and Histories of the Interior”, in
The Emergence of the Interior: Architecture, Modernity, Domesticity, (London: Routledge, 2006),
13. Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.
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Figure 2.2.5a, 2.2.5b Photos of the salon, top, 1904, bottom, 1913.

Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkeley & Los Angeles: University of California Press, 2011), 96-97.
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Figure 2.2.6 Alice B. Toklas and Gertrude Stein, 1922.
Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkelev & Los Anaeles: University of California Press, 2011), 73.

She wrote at home and liked to eat and entertain at home... On travels
and on walks in Paris, [Alice and she] they bought antiques and
bibelots and continually arranged, rearranged and updated the
furnishing of their homes. > (Fig.2.2.7).

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

“strength”, rather than taking herself outside to the world.>® These in the end

" Wanda M. Corn and Tirza True Latimer, 61.

%8 Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.
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rendered the salon having two different faces; one for the collecting and
exhibiting practice of its real occupants, and the other for meeting and talking

practice that was attributed to all attending it.

Her salon, with its objects perpetually indeterminate, also had its users changing.

Everyone was welcome to the Saturdays ‘at home’,

The salons were casual affairs; all one needed to enter was a letter of
introduction or a companion who already knew the Steins. Like
crowded city streets, the salon had no fixed population... The room
at 27 was modernity itself, unstable, in flux, mixing the known and
the unknown. >°

The openness, publicity of this place represents a far different pattern than the
usual codes of the ‘domestic home’ of enclosed, private space, with its more
modern, changing existence. With her salon, everybody attending the meetings
became a part of the house, they brought in and out objects (paintings, for
example, Stein’s portrait made by Picasso) ideas, people, which changed
continuously the atmosphere, taking it out of its strictness of belonging only to the
inhabitant and turning it into a communal space that is shaped by the participation

of each human being as well as object.®

Since the modern individual’s subjectivity is in a permanent state of
transition, his or her interior should be able to answer to this condition
of transitoriness and should be capable of continuous change and
variability. The most radical version of this would consist of a
completely anonymous interior that is only appropriated on a
temporary basis. .. **

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

8 Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.

% Hilde Heynen, 22.
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Figure 2.2.7 Salon, 1914-1915, right after Alice moved in.
Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkeley & Los Angeles: University of California Press, 2011), 98.

Stein’s salon definitely corresponds to the modern interior and the modern
occupant/s described by Heynen in its social character, if not to modern
architecture in its formal language. The effects of this interior’s variability can be
traced upon the individual as well as the variability of the life and state of the
individual upon the interior that has now became a public stage where “the social
meaning of the salon as a social space was being remade in the image of a fluid,

labile, and democratic modernity.” as suggests Sara Blair.*

Her will to break with the old, “to smash the significance of nineteenth century

order and structure, to shuck off old habits of seeing and describing, and to let a

%2 Sara Blair, 420.
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new art emerge”™, had its equivalent in this small space to ‘let a new life to
emerge’, with the life of a community it offered, which in turn shaped the
‘owners’ of whose rigidity now became blurred; yet contradictorily it did this with
its Renaissance chairs and 19" century furniture; from a period that she obviously
detested:

Against the walls were several pieces of large Italian renaissance
furniture and in the middle of the room was a big renaissance table, on
it a lovely inkstand, and at one end of it note-books neatly arranged,
the kind of note-books French children use [...]%*

The chairs in the room were also all Italian renaissance, not very
comfortable for short-legged people and one got the habit of sitting on
one’s legs.65

2.2.1. The Other Salons of the Stein Family

It might be of interest here to look at the salons that other members of the Stein
family inhabited in Paris, in order to compare them in architectural terms.
Gertrude Stein’s elder brother Michael Stein and her wife Sarah also held a salon
in their apartment in 58 Rue Madame. Unlike their sister and brother who were
themselves creating art as well as collecting it; the couple acted as patrons.®® Their
- especially Sarah Stein’s - interest in the art of painter Henri Matisse also
rendered the Rue Madame salon - where focus was on the judgments of its hostess

and her beloved artist - slightly different from that of the Rue de Fleurus.®’ Yet in

% Diana Souhami, 68.
8 Gertrude Stein, The Autobiography of Alice B. Toklas, 13.
% Ibid.

® Though, the Stein family helped Matisse financially in opening a school of painting and there
Sarah Stein took painting lessons too. Alice T. Friedman, “Being Modern Together: Le
Corbusier’s Villa Stein-de Monzie” in Women and the Making of the Modern House: A Social and
Architectural History (New York: Harry N. Abrams Inc. Publishers, 1998), 99.

*7 Ipid.
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terms of their architectural settings, the two shared certain characteristics: being in
the city center of Paris both occupied ancient buildings, 58 Rue Madame being
designed by Alexandre de Valcourt in 1857. The interiors of the salons also
shared this interest in the ‘past’ with their decoration; neglecting the period’s
modernist approach (Fig. 2.2.1.1a, 2.2.1.1b). The heavy furniture of Rue de

Figure 2.2.1.1a Salon in 1934. The heavy furniture is apparently contrasting with the
modern paintings.

Source: Wanda M. Corn and Tirza True Latimer, “Domestic Stein”, in Seeing Gertrude
Stein, (Berkeley & Los Angeles: University of California Press, 2011), 100.

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

illuminated with north-light looks somber.
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This aspect of the two seems to strictly contrast with that of the house designed
for the Michael and Sarah Stein by Le Corbusier, Villa Stein-de Monzie in 1926-
1928. Apparently, the Steins had also some taste for modern architecture; and
together with their friend Gabrielle de Monzie and her step-daugther, had a house
built for them outside Paris, at Garches®® (Fig. 2.2.1.2). The house (also named as
Les Terrasses), one that was “praised as a milestone in the development of

%9 and of Le Corbusier’s career, offered quite a flexible, open

modern architecture
and modernist design both in terms of its plan and its formal characters; its fagade

with different qualities on facing street or garden; its plan comprising of four
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Figure 2.2.1.1b Salon at 58 Rue Madame, around 1909.

Source: Alice T. Friedman, Being Modern Together: Le Corbusier’s Villa Stein-de
Monzie” in Women and the Making of the Modern House: A Social and Architectural
History (New York: Harry N. Abrams Inc. Publishers, 1998), 99.

% Friedman talks about the relationship between de Monzie and Steins as a friendship where
“many things between the Steins and Madame de Monzie were shared, but their private lives
remained separate.”, where Michael Stein acted as the breadwinner of the family. Ibid., 98.

% Ibid., 94.
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bedrooms for the inhabitants with a flexible terrace floor, accompanied by
curvilinear forms in all four floors; together with the use of materials, and interior
simplicity as well (Fig. 2.2.1.3, 2.2.1.4). Yet, what surprisingly resembled 27 Rue
de Fleurus and 58 Rue Madame was the furnishings of the interior: The Steins
decorated the interior of the house with all the “antique pieces” that they brought

from their Parisian apartment in Rue Madame (Fig. 2.2.1.5);

“Where Le Corbusier remained at odds with his clients, however, was
on the question of furnishings. Although he had been aware from the
beginning that the Steins were intending to bring many of their
antique pieces (some acquired years before in Florence) with them, he

never quite got used to the fact that the house was filled with heavy,
5570

dark furniture.

Figure 2..2.1.2 Les Terrasses.

Source: Alice T. Friedman, Being Modern Together: Le Corbusier’s Villa Stein-de
Monzie” in Women and the Making of the Modern House: A Social and Architectural
History (New York: Harry N. Abrams Inc. Publishers, 1998), 97.

0 Ibid., 119.
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The Stein family did not continue the Saturday gatherings’® in their new house

Les Terrasses (with the exception of visits from their artistic and literary circle of

Figure 2.2.1.3 The plans of Villa Stein-de Monzie

Source: Alice T. Friedman, Being Modern Together: Le Corbusier’s Villa Stein-de
Monzie” in Women and the Making of the Modern House: A Social and Architectural
History (New York: Harry N. Abrams Inc. Publishers, 1998), 114.

™ Michael and Sarah Stein also held their salon evenings on Saturdays, yet, according to Linda
Simon’s book The Biography of Alice B. Toklas, “there was no rivalry between the two Saturday
salons.” Linda Simon, The Biography of Alice B. Toklas (Nebraska: University of Nebraska Press,
1991), 64.
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friends’?), and according to Michael Stein’s letter to Gertrude Stein, they did not
also hang any pictures on the walls™ (yet it is not clear if this was a temporary
case and changed after they completely moved in; since in the photographs we can
see few paintings hung on the wall). This might be read as a move from being the
patron of pioneering art to that of architecture, where now they had their concern

on modern architecture.”* Surprisingly, the interior of the living room with its two

Figure 2.2.1.4 The living room facing towards the garden, 1929.

Source: Alice T. Friedman, Being Modern Together: Le Corbusier’s Villa Stein-de
Monzie” in Women and the Making of the Modern House: A Social and Architectural
History (New York: Harry N. Abrams Inc. Publishers, 1998), 121.

2 Alice T. Friedman, 117.
3 Ibid.

™ As Friedman quotes Michael Stein’s letter: Now | have a grandson and live outside Paris in an
ultra modern house of which | encose a postal card. After having been in the vanguard of the
modern moevment in painting in the early years of this century, we are now doing the same for
modern architecture.” Ibid., 116.
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Figure 2.2.1.5 The living room facing towards the entrance fagade.
Source: Alice T. Friedman, Being Modern Together: Le Corbusier’s Villa Stein-de
Monzie” in Women and the Making of the Modern House: A Social and Architectural
History (New York: Harry N. Abrams Inc. Publishers, 1998), 120.

columns in the middle and very bright and spacious interior reminds the salon in
Rue Madame since the furniture and the oriental rugs on the floor does not tell
very much about the actual modernist nature of the building. The two, clearly
shared something in common, one that differed from Gertrude Stein’s salon, who
carried the avant-garde spirit rather in its social being than its dark and enclosed

architecture.

Moving on from this comparison, the contradictions which Gertrude Stein chose
to live with; between the setting of her salon, and her artistic taste, between her
love for domestic, and the public life offered in her salon, her sexual preference,
yet her commitment to “conventional modes” of relationship with a lifetime

partner, help shed some light onto her means of coping with what she might have
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seen as weaknesses of the modern ‘man’; which is perfectly illustrated in her own

words:

If you are way ahead with your head, you naturally are old fashioned
and regular in your daily life.”

2.3. Salon in 20, Rue Jacob

Ai-je un salon?
Il n’a rien, en tous les cas, d’officiel. Aucun parti, aucun parti pris n’y
regnent. Rien n’y régne, et encore moins moi-méme.

Salon of Natalie Barney Clifford (Fig.2.3.1), was quite close to that of Gertrude
Stein, in Rue Jacob again on the Left Bank, where a similar avant-garde group of
intellectuals, writers, artists, dancers gathered; this time for Friday meetings. She
was an American expatriate, born in the United States, Ohio in 1876. She moved
to Paris in 1887 with her sister and her mother, Alice Pike Barney; who chose to
live her life as the way she was pleased, apart from her husband; getting involved
highly with painting by freeing herself from the traps and constraints that the
patriarchal marriage put upon her before.”” Barney, being educated by
governesses, could speak fluent French by her early childhood. She and her sister
continued their education in Les Ruches, in Fontainebleau, France. The
independent image of her mother created the role model for Natalie Barney for the
rest of her life; making her see both the damages of a conventional marriage upon
women; and the possibility of ignoring any societal norm that might be imposed

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

™ Quoted in Wanda M. Corn and Tirza True Latimer, 100.

® «Do I have a salon? There is nothing official in any case. No party, no prejudice does prevail
there. Nothing reigns it, let alone myself.” in Natalie Clifford Barney, Aventures de L’Esprit
(Paris: Emile-Paul Freres, 1929), 273. (my translation).

" Suzanne Rodriguez, “Child of Witches and Saints: 1876-1890” in Wild Heart: A Life: Natalie
Clifford Barney and the Decadence of Literary Paris (New York: Harper Collins, 2003), 23-49.
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own sexuality.”® She was a leshian, and she rejected the role prescribed to women
or lesbians as a ‘subordinate species’ - which forced them either to deny their
sexual and social existences and to conform to the more decent image of the
‘wife’ or the ‘mother’, or to embrace the masculine image which nestles the belief
that homosexual women were superior to heterosexual women in their
convergence to men. Whereas, “she objected to any form of dress or behavior that

579 and

suggested homosexual women were really men trapped in women’s bodies,’
rather praised the other image of the feminine. This impression of a woman
conscious of herself and her own sexuality renders it understandable her rejection

of any norm and rule of life except that of love, beauty and art:

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

What have you loved best?
-Loving.

And if you had several choices?

-1 would choose love many times.®*

Shari Benstock further comments on this character of Natalie Barney, as:

"8 Shari Benstock, “Natalie Barney: Rue Jacob”, 270.
" Shari Benstock, “Women of the Left Bank”, 11.

8 Natalie Clifford Barney, “Illicit Love Defended” in A Perilous Advantage: The Best of Natalie
Clifford Barney, trans. & ed. Anna Livia (Vermont: New Victoria Publishers Inc., 1992), 85.

8 |bid., “Little Mistresses™, 104.
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Natalie Barney chose the life she led; no aspect of her life was left to
chance. She turned her intelligence and common sense to constructing
a life that would itself be a work of art, an aesthetic as well as a
sensual experience. %

This conscious choice for breaking the conventional image of the feminine and
the lesbian, and rather living in the aesthetic, sensual way could be said to have its
reflections on the social gatherings she organized; first in her house in Neuilly,
and which continued when she moved to 20, Rue Jacob in 1909; in the “poet’s

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

Figure 2.3.1 Natalie Clifford Barney.
Source: [data base online]

http://theqouch.files.wordpress.com/2012/06/nataliewithdog.jpg. [Accessed: 25.05.2014].

8 Shari Benstock, “Natalie Barney: Rue Jacob”, 269.
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with one another.”®® Gloria Feman Orenstein’s interview with Berthe Cleyrergue,
Barney’s housekeeper for forty-five years of her sixty years residency in Rue
Jacob, reveals that, like that of Gertrude Stein’s, Natalie Barney’s Friday meetings
were as well, open to all®* (Fig. 2.3.2). Although she welcomed both male and
female, homosexual and heterosexual figures in her house creating a social and
artistic network for professional contacts or financial support for those whose
work she appreciated; the meetings were mainly dominated by female figures;

favoring her ideal of a female cultural community.®

The seventeenth century pavillon in Rue Jacob that housed these gatherings was a
2 storey, single apartment unit located at an inner courtyard, surrounded by the
buildings of Rue Jacob, Rue Visconti, Rue Bonaparte and Rue de Seine (Fig.
2.3.3). One would only have access to it through the gates from the street, and
then, passing through a small inner-street to reach the pavillon that is just located
across (Fig. 2.3.4, Fig. 2.3.5). Like that of Gertrude Stein’s salon; Barney’s salon,
(which was located on the ground floor, separated from the kitchen with the
entrance hall) differentiated from the private rooms of the house, which were
located on the second floor. The salon space comprised of mainly two rooms — a

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

& This nineteenth-century description of the “poet’s house’, as Sheila Crane refers to in her article;
is cited by Barney in her essay ‘The Trial of Sappho: Fragments and Testimonies’ in Pensées
d’une Amazon, published in 1920. Sheila Crane, “Mapping the Amazon’s salon: Symbolic
landscapes and topographies of identity in Natalie Clifford Barney’s literary salon” in Gender and
Landscape, Lorraine Dowler, Josephine Carubia and Bonj Szczygiel eds. (Oxford: Routledge,
2005), 158.

8 In the interview Cleyrergue reports that Le Corbusier was actually a neighbor to Barney; though
was never invited to any of the receptions: “I asked her why we didn’t invite him. She said, “Oh
no, Berthe. We’re not going to start inviting neighbors!” Gloria Feman Orenstein and Berthe
Cleyrergue, “The Salon of Natalie Clifford Barney: An Interview with Berthe Cleyrergue”, Signs,
Vol.4 No.3 (Spring 1979), 492.

& In Women Together/Women Apart: Portraits of Lesbian Paris, Tirza True Latimer refers to this
idea of creating a cultural community as “...the desire of comunity more than the fact of
community.” Tirza True Latimer, “One, Lesbian Paris Between the Wars”, in Women
Together/Women Apart: Portraits of Lesbian Paris (Rutgers University Press, 2005), 40.
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Figure 2.3.2 “Le philosophe chez ses amies en 1913 Duchesse de Clermont-Tonnerre
Remy de Gourmont Natalie-Clifford-Barney” sketch by André Rouveyre, French
caricaturist and writer, depicting a small gathering in Rue Jacab.
Source: [data base online] http://upload.wikimedia.org/wikipedia/en/8/8b/Rouveyre_-
_Le Philosophe_Chez_Ses_Amies.jpg. [Accessed: 02.07.2014].

Barney was interested in conveying a credible likeness of the actual
reception space of her salon on the ground floor of her residence.
Although the main sitting room comprised the structure’s formal
reception space, during salon meetings guests mainly congregated in
the adjacent dining room that was dominated by an octagonal table. %

The records of Suzanne Rodriguez in her book Wild Heart: A Life: Natalie
Clifford Barney and the Decadence of Literary Paris about the furnishing of the
house and the salon remind the old antique decoration of the Stein salon. Barney,
like Stein, looks indifferent to the furniture that surrounded her; where for her
case, this denoted to her indifference to possessions.?” The two women’s neglect

of their surrounding interior reveals certain ignorance they held towards modern

8 Sheila Crane, 147.

8 Suzanne Rodriguez, “The Salonist 1909” in Wild Heart: A Life: Natalie Clifford Barney and the
Decadence of Literary Paris (New York: Harper Collins, 2003), 176.
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Figure 2.3.3 Cadastral plan of 20 Rue Jacob, dated 1821 or 1822. The pavillon is at center. The
Temple is on top left.

Source: Baptiste Essavez-Roulet, William Pesson, “Le temple ‘a 1’amitié¢’, rue Jacob a Paris: Mythes
et réalites” in Chronique d’histoire Magonnique No.62 (Institut d’études et de Recherches
Magonniques, 2008), 20.

architecture obviously; both of the spaces seem quite far from complying with the
modern principles of design. Though, the lives carried on in the spaces certainly
rendered them different than any traditional Parisian apartment of the period -

avant-garde not in their formal, but social qualities.
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This can be best traced through her own representation of the salon, a sketch
(published in her own literary work titled Aventures de I’Esprit®, as the
frontspiece), giving an account of the attendants, friends and lovers; gives clues
about the symbolic meaning she attached to them. The drawing is a representation

Figure 2.3.4 The pavillon reached through the passage-way from the gate of 20, Rue
Jacob.

Source: [data base online]

http://www.ruevisconti.com/LaRueMysterieuse/ TempleAmitie/Images/20_rue_Jacob_At
get _1910.jpg. [Accessed: 24.05.2014].

of the salon meetings actually, with the name written next to it “le salon de

I’amazone”. There is the huge space of the salon — the dining room — that

® The book has two sections where Barney recounts her relationships to her friends; the first
chapter, to male writers such as Remy de Gourmont (who first named Barney as the amazone) or
Oscar Wilde, whereas the second chapter is dedicated to women of the Académie des Femmes that
Barney established in her salon, and the celebrations that took place in honor of those women.
Natalie Clifford Barney, Aventures de [’Esprit (Paris: Emile Paul Fréres, 1929).
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dominates the paper, with a relatively little temple “A L’AMITIE” on top of it.
There is a line that starts from the bottom of the salon, making zig-zags inside the
space around the names and leaves the salon from its top part (opening to the
garden) leading the steps of the temple. We also see the access to the space next to
the dining room that comprises the sitting room of the salon, yet it is not even
depicted in the sketch, but we see merely the openings to it. The only objects that
are drawn inside the salon are an octagonal table with a teapot and glasses, and a

buffet with small circles that denote to “fruits” or “whiskey”.

Crane suggests that “the drawing represents a carefully constructed symbolic

8 and takes it as a valid evidence of Barney’s conscious choices of

landscape
symbols that surround her; the octagonal table, the buffet, teapot, or the temple in

the garden; where the rest of the drawing is filled with not the possessions, but the

o
PROO0O0

Figure 2.3.5 The east fagade of the pavillon, facing towards the garden, the temple is on
the back.

Source: [data base online]
http://www.ruevisconti.com/LaRueMysterieuse/TempleAmitie/Galerie/0209_g.jpg.
[Accessed: 25.05.20141.
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names of people (one might suggest that, Barney possessed people, rather than
objects) (Fig. 2.3.6). Berthe Cleyrergue’s account of the gatherings, where;
“[T]rays were passed around with little sandwiches. It was a reception where you

”90, or Janet Flanner’s words

took only your tea at the table. They had everything.
“we all clustered around the teapot” quoted by George Wickes™, tell us about the
character of the salon, noting on the importance given to make everyone feel at

home; sitting, eating; and where mind is left free for art (Fig. 2.3.7).

Another aspect of the drawing takes us to the fact that salon was individualized
from its context; no reference to the surrounding environment (except that of the
garden and the temple that is considered to be a part of the salon, and the openings
to the room next door) is given but rather the Parisian literary and artistic circle is

taken into it; where Crane interprets this as,

[...] Barney’s dramatic transformation of her notionally private
dwelling into an important site within the broader topography of the
Parisian literary scene. That is, even as Barney detached her home
from its actual physical surroundings in both the drawing and the
private ritual of the salon, she effectively reorganized the Parisian
literary landscape within the space of her dining room.

% Gloria Feman Orenstein and Berthe Cleyrergue, 488.

°! Sheila Crane, 159. Crane gives reference to Barney’s biographer George Wickes: “A Natalie
Barney Garland” (The Paris Review, 1975), 86-134, and Amazon of Letters: The Life and Loves of
Natalie Barney (New York: G.P. Putnam, 1976).

%2 Sheila Crane, 152.
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Figure 2.3.6 Barney’s own drawing of her salon and temple with the names all around
that frequent it.
Source: Natalie Clifford Barney, Aventures de I’Esprit (Paris: Emile-Paul Fréres, 1929).
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Like many other apartments in Paris, Barney’s pavillon, situated in the inner
courtyard, also had no direct connection to the street, creating an isolated, private
atmosphere differentiated from the city and the street life; but what made it even
more secluded was the garden behind, with its small temple that set the scene for
several of the gatherings; which will be dealt with more detail in the following
chapters. This isolation from the city scape offered something more than a
domestic setting for the artistic, intellectual, literary meetings (where, women
were certainly dominating, and in this sense merely, served an alternative milieu
for the contemporary literary gatherings); it created the proper environment for the
rituals, like theatrical performances, honorary celebrations, dances and alike, to
take place which would otherwise cause the attendants to be excluded from public
arena (Fig. 2.3.8); as explained by Shari Benstock:

[...] homosexual women of necessity were forced to define and create
their own communities of friends; they could not assume that such
support groups were a ‘given’ in the culture of any urban
environment, although the city itself provided the meeting ground - in
cafes, restaurants, bars - for these women. Paris lesbians, however,
avoided public spaces and created their own private places within the
city, redefining the nineteenth-century salon for their own emotional
and intellectual purposes. *3

This description gains another direction when coincided with the fact that these
salon owners, Barney as well as Stein, were expatriate figures. Their rejection of
the public scene for the sake of these semi private or domestic-public settings may
be linked to their conscious or unconscious choices to create their own “parallel
worlds” where relations to homeland would not be lost with most of the salon
invitees being American expatriates, yet still, by standing in the context of
Parisian city, they marked “the rejection of nation and family as the cornerstones

of identity” as in the words of Tirza True Latimer in Women Together Women

% Shari Benstock, “The City They Left”, 451.
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Figure 2.3.7 Berthe Cleyrergue in the salon.
Source: George Wickes, The Amazon of Letters: The Life and Loves of Natalie Barney
(London: W. H. Allen and Co., 1977).

Apart: Portraits of Leshian Paris®, where Latimer gives reference to Barney’s
words on Paris; “the only city where you can live and express yourself as you
please”, so that we can trace how Natalic Barney actually envisioned the life in

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

This expatriation issue can be furthered with Amy Wells-Lynn’s argument; where
Wells-Lynn searches for a relationship between their literary works, geographic
and simultaneous experiences; analyzing 20 Rue Jacob to see how this place is
“written, coded and used to create a female Paris™, and argues that the literature

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

% Tirza True Latimer, “One, Lesbian Paris Between the Wars” in Women Together/Women Apart:
Portraits of Lesbian Paris (Rutgers University Press, 2005), 42.
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Figure 2.3.8 The drawing of the pavillon. “M. de Miss Barney. J. a. Coussens. Pavillon
dans le parc du No 20 Rue Jacob a Paris VI.” 1936 (?).
Source: Archives Bibliothéque Littéraire Jacques Doucet.

in it, through a language that is feminine, one that is visible only to the
community that shares the space.®® She dwells on the role of expatriation in the
creation of the writer’s identity; through geography — identity relation where

“having two homes inspires creativity” for the mind:

% Amy Wells-Lynn, “The Intertextual, Sexually-Coded Rue Jacob: A Geocritical Approach to
Djuna Barnes, Natalie Barney, and Radclyffe Hall”, 78-112.
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A second home allows for another facet of identity to come to the
forefront, which may contribute to feelings of empowerment, as the
second geography allows the female writer or character to exhibit
control over her own life through sexual or creative freedom. *

One, then, may think that salon was quite a suitable alternative space - forming a
milieu for both the creative and sexual freedom provided by Paris, and the roots
and bonds to the home country United States through people who participate - for
the griping pains of those female expatriate figures that could not disclaim either
of options; a space which in turn challenges not only the people in close contact
with it, but the existing context of male-identified Paris as well; as in the words of
Sheila Crane:

The reiteration of the salon ritual was central not only to Barney’s
own self-fashioning; it also became a means of proposing and
solidifying a community organized in relation to the salon’s host and
to the spaces of her home. 20 rue Jacob was not merely the location of
her residence and literary salon but a landscape through which Barney
self-consciously envisioned an alternative ethic, challenging
normative literary institutions, social practices, gender definitions, and
affective relationships.®’

% Amy Wells-Lynn, 90.
%7 Sheila Crane, 1486.
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CHAPTER 3

ATELIER

3.1. Home versus Workplace, Domestic versus Public

With the occurrence of the concept of domesticity after the division of the
workplace and home with industrial capitalism, the private interior of the dwelling
unit had transformed into a space where one would simply escape from the
‘realities’ that the outside world represents. Walter Benjamin puts this in his

seminal work Arcades Project:

The private individual, who in the office has to deal with realities,
needs the domestic interior to sustain him in his illusions [...] From
this arise the phantasmagorias of the interior - which, for the private
man, represents the universe.*®

The “universe” here, defining the “illusory” world that comes into being in the
interior space of the house, contrasts with the public and vital urban life of the
outside. Experiences of the interior remain totally invisible, whereas public space
becomes the arena for power struggles.*® This sharp separation also led to the
division of gender roles in society creating the separate spheres realm as
mentioned before, where the realm of public space ruled by men and “illusory”

world of the private space by women. Thus, embedded in the domestic “illusion”

% Walter Benjamin, “Paris: Capital of the Nineteenth Century”, in Arcades Project, Howard
Eiland and Kevin McLaughlin trans. (Cambridge: The Belknap Press of Harvard University Press,
1999), 19.

% Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.
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of the house, the woman became devoid of facing the ‘reality of public outside’

which was hid from her as was the public existence in the street.

In this chapter, | will investigate two atelier-apartments; painter, furniture and
fashion designer Sonia Delaunay’s, and furniture and interior designer Charlotte
Perriand’s atelier-apartments in the context of Paris. Both women’s living
environments enabled them to experiment with the ideas of modern ways of
living, which eventually blended art with the domestic equipment and domestic
interior; as in Perriand’s designs for her own apartment’s renovation through

which she declared “an audacious manifesto of independence”*®

or Delaunay’s
apartment, as described in the words of Stanley Baron as; “a laboratory, a
casserole in which the innovative ideas of the moment and of the future were

always on the boil. "%

Though Benjamin’s suggested “phantasmagoria of the interior” differed severely
from the reality of the street where one was in a constant struggle with ‘living’;
with the re-conception of the work-home unity in the house - the atelier-apartment
that women inhabited, where she simultaneously lived what she created and
created what she lived - the phantasmagoria was disturbed with the now vital, and
conscious acts of its inhabitant. The world of the interior was broken with the
conscious, intellectual, and aware touch of the user. The intellectual process of
creating was taken back inside the walls of the cozy home, where one’s comfort
was obstructed by one becoming heroine of her own creations. The home itself set
the scene for the realization of creations, through the self-expression of its female
occupant who was well-aware of her own existence and in control of her own

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

100 Esther da Costa Meyer, “Simulated Domesticities: Perriand Before Le Corbusier” in Charlotte
Perriand: An Art of Living, Mary McLeod ed. (New York: Harry N. Abrams, 2003), 26.

101 Stanley Baron, Jacques Damase, “Paris and the Beginnings of an Artist’s Career” and “Robert”
in Sonia Delaunay: The Life of An Artist (London: Thames and Hudson, 1995), 79.
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aimed at reaching the masses and actually achieved it with their designs. Heynen
explains this as;

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

since the space of the home also constituted the place of working. The idea applies
reversely too; where the working place of the atelier was also the dwelling space
of its heroine, allowing domesticity to penetrate into the relative solemnity of
work. Thus, the idea of having one’s domestic living collided and combined with
the more public existence of the working environment which was taking
references of the outside, went hand in hand with the affirmations of the modern
interior of the new environments of atelier-apartments. Atelier, as the place where
one mixed the street and the individual experiments of art-making, also got mixed
with the space of the home. This united the individual existence of home with the
individual experimentation of the atelier: the creation process got directly linked
to the way the inhabitant / creator lived — also, where she lived — the
experimentations done within the boundaries of the atelier were innately
transferred to the habitation in the apartment, and vice versa. In this manner, the
atelier-apartments that women inhabited differed from the library, or the drawing
room that is associated with men; where men’s connection to the rest of the house
and the household was cut with the boundaries of his ‘domestic’ working space,

for he does not need this bondage while he was working; women was still in

192 Hilde Heynen, “Modernity and Domesticity: Tensions and Contradictions” in Negotiating
Domesticity: Spatial Productions of gender in Modern Architecture, Heynen, Hilde, Giilsiim
Baydar eds. (Oxford: Routledge, 2005), 12-13.

56



contact with other practices and spaces in the house that she spends the rest of her

time.

Both Perriand and Delaunay actually envisaged their artistic creations first within
their domestic environments where they lived with their family, establishing the
space upon the idea of ‘creating a family’, - Perriand, with her first husband just
after they got married, moving in to square Saint Sulpice in Left-Bank, and
Delaunay, with her husband and son, through their three atelier-apartments they
shared in Paris — which makes further evident the interpenetration of domesticity
into which it was created within, the boundaries of the atelier; where the roles

ascribed to them as ‘wife’ or ‘mother’ coexist with that of ‘artist’ or ‘architect’.

Moving on from the conception of the interior of atelier-apartment space and the
interrelation of home and work; 1 would continue to try to interpret the
relationship set up between inside of the atelier -the private- and the outside -the
public-; as having three ends. First, the very physical interaction constituted
between the atelier and the street certainly challenged the domestic entity of the
house. By taking the outside to the inside — be it with the existence of ‘outsiders’
as listeners, attendants, guests that come to the meetings, as in the case for
Delaunays, or by objects, and arrangements, which brought another form of living
and thus reminding the inhabitant that of the street as in the case for Perriand - the
idea of atelier-apartment gained another form of working and living; where the
sacredness of the artist’s atelier and its artistic production were obscured with the
interference of the collective or the public, to the domestic or the everyday.
Heynen’s mention of Benjamin’s metaphor of the ‘dwelling’ to the ‘shell’,
apparently works well for these cases; where; “The shell mediates between the

body and the outside world, and in this mediating process effectuates a sort of
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‘translation’”.'® The image of the street got ‘translated’ into the living of the

inhabitant by first passing through the intellectual production of the atelier. Thus,
in that manner, atelier-apartment plays the role of ‘shell” which integrates the

street to the home.

In The Studios of Paris: The Capital of Art in the Late Nineteenth Century, John
Milner talks about the character of the artist studios in Paris by the turn of the
century.'® Even though the subject of concern shows slight differences from my
investigation area, I believe his remarks shed some light on the idea of the artist’s

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

Where they lived and worked reflected their role and standing in the
city. They supplied its needs and in substantial part they supplied its
image. The streets of Paris beyond the studio window were
unsurpassed as a source of both inspiration and opportunity. The
studio was part of the street and the street part of the studio. The
relationship was symbiotic. *%°

Hence, the existence of the atelier within the boundaries of the house and the
“symbiotic relationship” constituted between street and atelier, consequently
entailed the inevitable connection to appear between the public street and the
private home, in the cases of Perriand, who took the “expression of the street” into
the heart of what she owned as “herself’'®, and Delaunay, who took use of
“Simultaneity’s [that she experimented with her husband Robert Delaunay]

extension of art into the everyday life of the city.”*"".

193 Hilde Heynen, 22.

104 John Milner, The Studios of Paris: The Capital of Art in the Late Nineteenth Century (New
Haven & London: Yale University Press, 1988).

1% 1bid., 27.
198 Charlotte Perriand, Charlotte Perriand: Une Vie de Creation (Paris: Odile Jacob, 1998), 23.

197 Tag Gronberg, “Sonia Delaunay: Fashioning the Modern Woman”, Women: A Cultural Review,
Vol.13 No.3, (2002), 280.
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Secondly, the fact that both women actually first experimented modernity within
the context of their own apartments and then opened their visions to the public
and coincidentally both through the Salon exhibitions of the period, also gives
some clues about the interaction of the atelier place with the public, through the
exposure of the domestic product to the public eye. This opening not only
rendered the ‘home’ or the ‘self’ as a public entity, but also as a work of art;
where the everyday life of the occupant was represented as the ideal; blending
‘living” with ‘creating art’. Thus, apart from the physical, direct contact with the
street, this impact rather provided both the works of art effectuated within the
walls of atelier-apartment, and the space itself, to gain a more public image; as
Delaunay’s textiles and dresses that she previously designed for her individual use
and later sold under the name Atelier Simultanée, or Perriand’s Bar sous le toit
and Salle a manger that she designed for the interior of Saint Sulpice apartment,

which eventually got the chance to be exhibited in Salon d’ Automne.

And lastly, the reciprocal relation procured within the site of artistic creation of
the women and the outside world — outside of their individual artistic productions
- may as well be interpreted through the professional interactions they had with
their male partners who shared their parts in image they held towards the public
(and sometimes their spaces); in this case, Sonia Delaunay’s husband, Robert
Delaunay, and Le Corbusier and Pierre Jeanneret, Perriand’s collaborators for ten
years; where any success was achieved with the (or in spite of the) existence of a
man. Apparently, the works of these women had certain impacts from the
presence of their male peers; which eventually influenced and/or altered the way
they pursued their own production — either in terms of style, or in terms of
motives. We can chase this through the move of Delaunay from painting towards
applied arts; or through Perriand’s collaborative works that took a shift towards

generic solutions for mass production in the office of Le Corbusier and Jeanneret.
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At this point, what the actual existence of male inhabitants — the husbands - in
these atelier-apartments brought to the architectural organization of the spaces
seems vague. Robert Delaunay, as a painter, was far more concerned with his own
artistic production rather than keeping the house in order; and apparently from her
own writings on the designing of the house (where she constantly talks in first

5,108

person, “parce que cette fois j’allais créer pour moi.” "), Perriand was the only

one who was in charge.

With regard to the above mentioned issues, this chapter aims to bring to light the
different results that the two women offered to the discrepancies that were
inherent to the essence of the atelier-apartments. The position of the atelier-
apartment interior differentiated from that of the idea of ‘home’ in its living-
working unification, and that of the ‘street’ with its domestic being; yet with the
two qualities, it integrated both aspects within itself. The women, as well, rather
than being bounded up to the ‘illusory environment’ of the home, in turn, got their
chance of achieving the ‘realities’, that were until then attached to the work
environment, within the walls of their atelier-apartments, through the mix of the

‘living and everyday’ with the ‘creation of the artistic product’.

3.2. Atelier Simultanée: Sonia & Robert Delaunay’s Family Atelier

The idea of artist’s atelier as the sacred place for the production of its unique
object of art as well had some changes within the context of the avant-garde, as in
the case of Sonia Delaunay. A Russian painter of Ukrainian origin, she was
adopted by her mother’s brother and her wife, the Terks and lived in St.
Petersburg, and had her education in Germany, Academy of Fine Arts in
Karlsruhe. Later she chose to live in Paris that was seen as the artistic milieu in

the beginning of the twentieth century. Her early life is explained in detail with

198 Charlotte Perriand, Charlotte Perriand: Une Vie de Création (Paris: Odile Jacob, 1998), 23.
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reference to her private writings, in Sonia Delaunay: The Life of An Artist by
Stanley Baron in collaboration with Jacques Damase: her first marriage of
convenience to William Uhde (an art gallerist and critic of the time) to be able to
stay in Paris, her acquaintance with her future husband Robert Delaunay (a young
and eager painter who frequented Uhde’s gallery), and her early divorce with
Uhde, to marry Delaunay in 1910.*% This second marriage led to a lifetime
cooperation with her artist husband where the roles of breadwinner, housekeeper,
authentic artist, public-popular versus domestic figure would interchange

constantly, without one overshadowing the other*® (Fig. 3.2.1).

In her first years in Paris; her encounters with impressionists and fauves had their
influences on her painting;*** together with the memories of her childhood in
Russia that left a sense for color in her (Fig.3.2.2); but it is with her husband that
their “experimentation in the effects of simultaneous contrast™ started, a play on
colors, as in the words of Baron (Fig.3.2.3). She used Simultaneity not only on her
paintings; but as well on anything that surround her in her everyday life;
especially after she had to choose a new path of dealing with applied, decorative
arts, and soon with textiles and fashion, so as to gain money to support her family;
since Robert has chosen to deal with solely his painting.**? Yet probably her first
encounter with her talent and interest in decorative arts was when she made a
baby quilt of patchwork for her son Charles when he was born in 1911, as many
writers give credit for; as Adela Spindler Roatcap, quoting Sonia Delaunay’s

words:

199 Stanley Baron, Jacques Damase, “Paris and the Beginnings of an Artist’s Career” and “Robert”
in Sonia Delaunay: The Life of An Artist (London: Thames and Hudson, 1995), 13-24.

119 Clare Rendell, “Sonia Delaunay and the Expanding Definition of Art” in Woman'’s Art Journal,
Vol.4 No.1 (Spring — Summer 1983), 36.

111 stanley Baron, Jacques Damase, 14.

112 Adela Spindler Roatcap, “Sonia Delaunay: Color Rhythm Simultaneity” in Letter Arts Review,
Vol.18 No. 4 (October 2003), 8.
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Figure 3.2.1 Sonia and Robert Delaunay.
Source: Stanley Baron, Jacques Damase, Sonia Delaunay: The Life of An Artist (London:
Thames and Hudson, 1995), 18.

| tucked him in with a blanket made of scraps of fabric. The Russian
peasants do that. Noticing the arrangement of the pieces of material
my friends exclaimed, ‘It’s Cubist.” The mosaic of fabric was a
spontaneous creation and nothing more. I continued to use this process
on other objects — some art critics have seen this as a ‘geometrization’
of shapes and a celebration of colors which foreshadowed my works
in the years to come.**® (Fig. 3.2.4a, 3.2.4b).

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

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

Figure 3.2.2 Sonia Delaunay’s
early work, an embroidery she
made in 1909.

Source: Stanley Baron, Jacques
Damase, Sonia Delaunay: The Life
of An Artist (London: Thames and
Hudson, 1995), 23.

Figure 3.2.3 Sonia Delaunay’s ‘Electric Prism’,
following Simultaneous experiments of her and
her husband, made in 1914.

Source: Stanley Baron, Jacques Damase, Sonia
Delaunay: The Life of An Artist (London: Thames
and Hudson, 1995), 42.

use, and geometric shapes used to create the patterns of planar surfaces

(Fig.3.2.5). Rendell’s comment on her paintings and objects of design, I believe,

clearly demonstrates the line Sonia Delaunay blurred between fine arts and

applied arts:
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Figure 3.2.4a, 3.2.4b Sonia Delaunay’s quilt she made for her baby child Charles, and a
toy box she designed for him.

Source: Stanley Baron, Jacques Damase, Sonia Delaunay: The Life of An Artist
(London: Thames and Hudson, 1995), 37-38.

She saw new possibilities of shape, color and design in all sorts of
everyday objects and created simultaneist fashions, cushions, curtains,
furniture, tapestries, books, wigs, and even a simultaneist car and
interior [...] There was no longer an easy distinction between a picture
as an object of contemplation, set apart and self-contained, and
decorative objects with their practical associations. ***

This merging can be said to have something of her vision for art. Being an avant-
garde artist she rejected to place art in a sacred status and rather aimed to put it
inside the everyday life; “tak[ing] up a position among those groups of artists,

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

114 Clare Rendell, 36, 38.
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55115

easel painting, to take art out of the studio and into the streets.” ™, so that anyone

could reach it.

We can also easily trace this approach of her to unite art with everyday life, fine
arts with decorative arts in her own domestic environments. The couple’s first
apartment flat was 3, Rue des Grands-Augustins on the Left Bank, where they had
both their atelier and home; and which also served as a salon for avant-garde
meetings, open on Sunday to their close friends as Guillaume Apollinaire, Marc
Chagall, or poet Blaise Cendrars, among others both from French or foreign
116

origins™ (Fig. 3.2.6). Yet, this salon space differs from that of Stein or Barney in

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

Figure 3.2.5 Sonia Delaunay’s objects with patterns following her Simultaneous
paintings, done in Madrid in 1918.

Source: Stanley Baron, Jacques Damase, Sonia Delaunay: The Life of An Artist (London:
Thames and Hudson, 1995), 59.

15 Whitney Chadwick, “Living Simultaneously: Whitney Chadwick on the Artistic Partnership of
Sonia and Robert Delaunay” in Women's Art Magazine, Issue 53 (July August 1993), 7.

116 Adela Spindler Roatcap, 4.
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couple’s apartment; unlike Stein, who used the additional room (that was actually
an extension of the house) only for gatherings and for the display of her
collection, or Barney, who held the meetings in the space of the living and eating
area as well, yet not attributing any other specific function to it as did Delaunays
to their atelier. This tradition of artistic gatherings at Delaunays’ continued in all
of their flats in Paris; at their second house in 19, Boulevard Malesherbes on the
Right Bank in a richer district that they settled towards 1920, after spending the
wartime in Spain, Madrid, and their last apartment in 16 Rue Saint Simon in the
Left Bank, where they moved in 1935 since they needed a more modest life than
the relative comfort of the Right Bank, due to financial problems of the family*!’
(Fig. 3.2.7, Fig. 3.2.8, Fig. 3.2.9, Fig. 3.2.10). Young artists were now meeting at

their house on Thursdays to hear Robert Delaunay talk about art.**8

The interiors of the ateliers also got their share from Sonia Delaunay’s innovative
designs. She constantly played with the interior of her house to better suit her life
and her art; as explained in her own writings on Rue des Grands-Augustins, in
Arthur Cohen compilation The New Art of Color: The Writings of Robert & Sonia

Delaunay:

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

1 Stanley Baron, Jacques Damase, “’Years of Liberation’: Hard Times”, 93-94.
118 Arthur A. Cohen, 141.

119 Arthur A. Cohen ed., “Collages of Sonia and Robert Delaunay (1956)” in The New Art of
Color: The Writings of Robert & Sonia Delaunay, transl. Shapiro, David, Arthur A. Cohen, (New
York: Viking Press, 1978), 210.
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Figure 3.2.6 Delaunay in her apartment in 3 Figure 3.2.7 Delaunay in her atelier
Rue des Grands-Augustins. in Rue Malesherbes. The pattern on
Source: Stanley Baron, Jacques Damase, Sonia  the wall, the textile floating down
Delaunay: The Life of An Artist (London: the table, the drawing on the table
Thames and Hudson, 1995), 31. and the pattern on her skirt all
resemble each other, 1923.
Source: Stanley Baron, Jacques
Damase, Sonia Delaunay: The Life
of An Artist (London: Thames and
Hudson, 1995), 78.

Seemingly she was unhappy with the old furniture and aimed for the ‘new’, as we

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

We rented a place. We stayed two years without... well, without
really getting settled. We had Empire furniture, which I didn’t like at
all, so afterward | designed some modern pieces.*®® (Fig. 3.2.12a,
3.2.12b).

120 Arthur A. Cohen ed., “Interview with Sonia Delaunay (1970)”, 217.
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Figure 3.2.8 Delaunay’s furniture she designed for her atelier-apartment in Rue
Malesherbes.

Source: Stanley Baron, Jacques Damase, Sonia Delaunay: The Life of An Artist (London:
Thames and Hudson, 1995), 97.

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

12! transforming the space through her

visibly had a taste for modern architecture
new “simultaneous” way of seeing the world; merging painting, space and pattern.
During the time they spent in Spain, she started a career in fashion opening a
small shop named ‘Casa Sonia’ creating all sorts of textiles, clothes, along with
her domestic designs; as cushions, lamps, screens, with geometric patterns and
colors; and her researches on these textiles seems to have originated from her

experiments with simultaneous painting (This commercial business of fashion and

121 In the same interview with Arthur A. Cohen, Sonia Delaunay refers to the time’s important
architects as frequenters of her atelier:

“S.D.: [...]1t was in 1924 that I started making fabrics. Gradually I transformed our apartment into
an entirely modern one, and all the German and Austrian architects came to our place: Gropius,
Mendelsohn, Loos — Loos liked me a great deal — and the women bought all their clothes from
me.”

A.C.: That’s extraordinary. I didn’t know that you knew Gropius.

S.D.: Yes; one time Gropius came to Paris, | held a reception in his honor and invited sixty people.
We really liked Gropius.” Arthur A. Cohen ed., “Interview with Sonia Delaunay (1970)”, 218.
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Figure 3.2.9 Sonia Delaunay’s design for the dining room in the atelier-apartment in

Malesherbes.
Source: Vincent Bouvet, Gérard Durozoi, Paris Between the Wars 1919-1939: Art, Life

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

textiles she continued after returning to Paris through her atelier in Malesherbes;
Atelier Simultanée, creating clothes for famous figures, by mid 1920s). We come
across similar disciplines she used in her own domestic space; and Sherry
Buckberrough’s following comment can reveal out more about this relationship

she constituted between decoration — art — everyday life;

The screens lean against the similarly covered walls of Delaunay’s
apartment / showroom, a multi-purpose avant-garde space or highly
civilized tent blending art, business, and daily life. 1%

122 Sherry Buckberrough, “Delaunay Design: Aesthetics, Immigration, and the New Woman” in
Art Journal, Vol.54 No.1, Clothing as Subject (Spring 1995), 55.
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The space of the atelier set the scene for her to perform her art as well as her daily
life. Space was no more a separate unit that exists on its own as the shelter or
container of the practices; rather it acts together with her art and even herself; her
clothes and fabrics that also seem to act in accordance with the surrounding, in

their style and patterns.

Figure 3.2.10 A later photograph of the apartment in Rue Saint Simon. The small
compartment of the living room looks similar to a painting frame, as the one next to it.
Source: Stanley Baron, Jacques Damase, Sonia Delaunay: The Life of An Artist (London:
Thames and Hudson, 1995), 174.
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The small shop Sonia Delaunay opened with Jacques Heim for the 1925
Exposition des Arts Décoratifs in Paris, Boutique Simultanée, just after her
display in Salon d’ Automne the previous year (for which Robert Delaunay created
a moving mechanism for the fabrics to move perpetually on the front window of
the store, that they used for Boutique Simultanée as well), probably best represents

123

this mix~=* (Fig. 3.2.13, Fig. 3.2.14). Although the store was a small temporary

public space, it represents similar formal attitudes that we can see in her ateliers.
Robert Delaunay’s own writings on this boutique can help us demonstrate how

this space, created for the display of textiles actually appeared as a part of them:

There is, certainly, in this nine-by-twelve-foot spectacle, which
represents the entirety of the shop front, what Apollinaire was already
calling the art of the shop front: possibilities of presenting a great
show with many episodes, because, by means of an ingenious brevity
system created by the painter Delaunay, famed for his portraits of
poets and his Parisian landscapes, a spool device permits a
simultaneous development of colored forms ad infinitum. At the same
time it is capable, as was foreseen, of being unrolled in another
direction besides a vertical one. Just as the Salon d’ Automne, it can be
unwound three-dimensionally-in every direction; it can also serve as a
moving background for artists. ***

Here, 1 would like to articulate more on this issue of background — surface for the
works of Sonia Delaunay. The planar surface has come to be of primary
importance both in the two dimensional paintings of Delaunay and her three
dimensional objects and interior spaces that are decorated with planar textiles or

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

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

123 Tag Gronberg, “The Art of the Shop-window” in Designs on Modernity: Exhibiting the City in
1920s Paris (Manchester & New York: Manchester University Press, 1998), 86-87.

124 Arthur A. Cohen ed., “The Art of Movement (1938)”, 140.
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tables placed against walls do not go with architecture. Only wall
decoration in its architectural form is impressive.

Planar decoration is connected with surfaces. It contributes to their
expression; it creates forms which vivify the surfaces of objects. The
elements of plane for decoration derive directly from pictorial research
and are an integrating aspect of it. They are dependent upon the color
relations between them. '%°

Figure 3.2.11 Apartment in Rue des Grands Augustins. Again here, the patterns dissolve
into each other: the chandelier resembles the hats of the figures with its pattern; which bear
similarities with the paintings on the walls.

Source: Stanley Baron, Jacques Damase, Sonia Delaunay: The Life of An Artist (London:
Thames and Hudson, 1995), 32.

25 Arthur A. Cohen, “Rugs and Textiles (1925), 200. First published in L’Art International
d’Aujourd’hui, No.15, Paris, Editions d’Art Charles Moreau, 1929.
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Figure 3.2.12a  Delaunay’s Figure 3.2.12b An embroidered curtain from
Malesherbes  atelier-apartment  Malesherbes.

details: A geometrically painted Source: Stanley Baron, Jacques Damase, Sonia
door Delaunay: The Life of An Artist (London: Thames
Source: Stanley Baron, Jacques and Hudson, 1995), 77.

Damase, Sonia Delaunay: The

Life of An Artist (London:

Thames and Hudson, 1995), 77.

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

private inside; as in the words of Buckberrough:

As tents, they separate private space from public exterior. As clothing,
they make the body private. Both remove the personal from public
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view, yet in their malleabilit%/, fragility, and softness, the personal
never seems far out of touch. *%°

I would like to dwell on what the photographs show us in understanding this
interplay of the two dimensional and the three dimensional in Sonia Delaunay’s
ateliers. Tag Gronberg in her article “Sonia Delaunay: Fashioning the Modern
Woman” have also analyzed the photographs taken by Germaine Krull in the
couple’s atelier in Malesherbes, yet in terms of what could be inferred from them

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

Figure 3.2.13 Sonia Delaunay’s Figure 3.2.14 Boutique Simultanée in
display in Salon d’Automne in Exposition des Arts Décoratifs in Paris, 1925.
1924, Source: Tag Gronberg, “The Art of the Shop-

Source: Tag Gronberg, “The Art of window” in Designs on Modernity: Exhibiting
the Shop-window” in Designs on the City in 1920s Paris (Manchester & New
Modernity: Exhibiting the City in York: Manchester University Press, 1998), 35.
1920s Paris (Manchester & New

York: Manchester University Press,

1998), 87.

126 Sherry Buckberrough, 51.
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photographs: husband is said to be the so-called master artist whereas the wife is a
doer of the decorative arts*?’ (Fig.3.2.15). Their status within the field of arts may
be open to discussion about whom had more power for the so-called authenticity
of its work (if such a domination ever existed); yet, | believe, the photographs
might as well point out to something different: a collaborative work that has much
less differentiation in value but rather showing the interplay of the two
dimensional and three dimensional quality of the color works. And | believe, not
only the figures, as Gronberg mentions, seems to emerge from the painting into
three dimensionality; but also the limits of the space itself framed in the
photograph looks like blurred both in terms of where it begins or ends (the void
behind the painting of which the female figure to the left is situated, or behind
Sonia Delaunay where the canvas ends; faintly shows that the space is extending,
yet we see no limits and cannot visualize its actual size) and in terms of depth (as
if the room is also continuing towards the painting; as if one can walk from the
floor into the painting, and passing the discs, moving towards the Eiffel Tower).
The similar attitude can be captured in other photographs of the ateliers, (as well
as in the figureless photographs of the boutique). The simultaneity dissolved from
painting first to space and then to the body through textiles, objects, clothes,
colors, patterns (the eye hardly differentiates each one from other). The limits of
the space disappear and get recreated through the limits of the patterns. And the
figures, just as seated in a stage, are taking advantage of this dissolution; they
become both patterns, a part of the painting, a part of the space, either two
dimensional, or three dimensional, yet all simultaneously. The representation of
the simultaneity is taken to the very heart of the daily life, the space, or to the
human being’s existence there. Gronberg’s point about this stage-like domestic
space helps us place the couple’s avant-garde idea of simultaneous design through

these photographs:

127 Tag Gronberg, “Sonia Delaunay: Fashioning the Modern Woman”, Women: A Cultural Review,
Vol.13 No.3, (2002), 275.

75



Figure 3.2.15 Delaunay with two figures in the atelier in Malesherbes, in front of the
paintings; wearing Sonia Delaunay designed textiles. The space is defined through the
positioning of the huge paintings, where patterns not only mix with the space but also
with the figures that also hold similar patterned textiles; the faces of the figures seem to
merge with the paintings on the background.

Source: Tag Gronberg, “Sonia Delaunay: Fashioning the Modern Woman” in Women: A
Cultural Review, Vol.13 No.3 (2002), 275.

Self-consciously performative, even the ‘private’ domestic sphere
became a public stage for the display of the couple’s life as practicing
artists. The Delaunays acknowledged the home as much as the
throbbing urban street as an important area for the Simultaneous
reformulation of modernity.

Inevitably, it is by such a re-conception of physicality of the space through

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

128 Tag Gronberg, 278.

76



that the creation of a new environment for the avant-garde simultaneity was made

possible.

3.3. Artist’s Atelier — Le Corbusier & Charlotte Perriand

Charlotte Perriand, born in 1903 in Paris, appears as one of the most important
interior and furniture designers of the same period. After graduating from Ecole
de I’Union Centrale des Arts Décoratifs, she soon had her own ensembles'?
exhibited in Salon d’Automne in 1927 and Salon des Artistes Décorateurs in
1928, which were originally created for her own apartment studio (Fig. 3.3.1). She
then entered Le Corbusier’s office with the success of the former, and

collaborated with Le Corbusier and Pierre Jeanneret for a decade until 1937.%%°

Her two ensembles, Bar sous le toit of 1927, and Salle a manger of 1928 may be
used to reveal certain differences in her personal approach to designing interiors
through the new means of modernity that she first boldly achieved within her own
domestic environment - her apartment studio in Saint-Sulpice; as compared to the
relatively formal, sterile atmosphere of Le Corbusier’s atelier in 35 Rue de Sévres
and its projects undertaken; through the ways where both experimented —
experienced the new ways of modern living. A possible difference and/or
convergence in the outcome of the designed environments — those designed by
Perriand herself, carried out in the space of her own atelier, and the others by the
collaboration of the three in Le Corbusier’s atelier; is the subject of investigation
(Fig. 3.3.2).

129 Ensemble is a setting of furniture, unique and complete on its own, aimed at displaying to its
audience and/or consumers another possible version of a living environment. Esther da Costa
Meyer, “Simulated Domesticities: Perriand Before Le Corbusier” in Charlotte Perriand: An Art of
Living, Mary McLeod ed. (New York: Harry N. Abrams, 2003), 22.

130 Charlotte Perriand, Charlotte Perriand: Une Vie de Creation (Paris: Odile Jacob, 1998), 17, 26.
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Figure 3.3.1 Perriand in her atelier-apartment in front of the glazed roof.
Source: [data base online] http://graphics8.nytimes.com/images/2011/04/03/t-
magazine/03talk-brubach/03talk-brubach-tmagSF.jpg. [Accessed: 17.05.2014].

Her apartment flat (that she moved into after getting married to her first husband
Percy Scholefield in 1926, and that she lived until their divorce in 1932), an
ancient photographer’s studio in the attic, was located at the corner of Saint-

B! (Fig. 3.3.3). It comprised of an entrance and

Sulpice square, 74 Rue Bonaparte
living area, a dining area, her atelier with the glazed roof overlooking the place,
and a bedroom.’® What makes this casual atelier-apartment favoring the
challenges of modern interior was her own total re-conception of it; first with her

Bar sous le toit (the bar that she created as the salon™* of the flat, or rather the

131 Charlotte Perriand, 23.
132 1hid., 24.

132 Though not in the sense of the bourgeois salon of the time, which Perriand apparently rejected
to conform to: “...no, it was only to welcome my friends and have parties in a more friendly, free,
relaxed manner than sitting around a low table. I could not see myself in a salon.” in Ibid.
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gathering space of it), and later with her Salle a manger (the dining space of the
salon that combined with the glazed roof). Her remarks about this renovation may
show better her enthusiasm to both create and realize what she accepted as her

own:

To arrange, | felt liberated from the constraints of my teachers,
probably because this time | would be creating for myself. And my
‘myself” went well with the expression of the street. ***

L

Figure 3.3.2 Le Corbusier, Percy Scholefield, Charlotte Perriand, George Djo-
Bourgeois, Jean Fouquet, in Perriand’s Bar sous le toit in Salon d’ Automne, 1927.
Source: [data base online]
http://www.nicholasfoxweber.com/wp-content/uploads/2013/11/perriandl.jpg.
[Accessed: 17.05.2014].

134 Charlotte Perriand, 23. (my translation).
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Mary McLeod, Esther da Costa Meyer and Arthur Riiegg’s independent

investigations™*°

of both Bar sous le toit and Salle a manger give us the necessary
clues about her way of recreating and appropriating the space that she inhabited -
through new methods, materials and manners of the living age — and changing it
into an art where one lives in (Fig. 3.3.4, Fig. 3.3.5). Both the materialistic, spatial
and social connotations of the Bar and the Salle challenged the existing living
conditions or suppositions: the Bar was composed of a small entrance with a
metal table, stool and a shelving area followed on the opposite corner with three
bar stools made of steel and a curved nickel plated buffet within the slope of the
roof, across which a sitting unit with leather upholstered lounge and a mirror card
table for cocktails (that she had designed earlier, for a fashion designer, as
mentioned by Meyer'*®) were located (Fig. 3.3.6, Fig. 3.3.7). The choice of
materials was on its own a big challenge for the period’s furniture trends; which
shuffled between a style that had the remnants of the past (of which we can see
traces in Perriand’s earlier exhibits, such as in Coin de Salon of 1926"*) and a
new tendency towards machine aesthetics whose usage was much more diffident
than the former - especially in domestic areas, - with its metal and leather and
glass instead of wood and flowery fabrics.**® Attracted to the machine-like image,
she even bought a headlight from Salon de I’ Auto for her apartment and changed
139

the existing door of the apartment with a sliding door, despite its less security.

Citing Meyer’s words;

135 Mary McLeod, “Introduction: Charlotte Perriand’s Art de vivre”, 10-21 and Esther da Costa
Meyer, “Simulated Domesticities: Perriand Before Le Corbusier”, 22-35. Arthur Riiegg ed.,
Charlotte Perriand: Livre de Bord 1928-1933 (Basel: Birkhduser - Publishers for Architecture,
2004), 17-27.

136 Esther da Costa Meyer, 26.
7 |bid., 24-25.

138 This aesthetic shift of the era is visible also in the examples given in Mary McLeod’s “New
Designs for Living: Domestic Equipment of Charlotte Perriand, Le Corbusier, and Pierre
Jeanneret, 1928-1929” in Charlotte Perriand: An Art of Living, 36-67; as Georges Djo-Bourgeois
or Maurice Dufrene (Perriand’s teacher)’s Salon exhibitions of the same years.

139 Charlotte Perriand, 23.
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Figure 3.3.3 Plan of atelier-apartment in Saint-Sulpice. Bar, salle a¢ manger followed by
the atelier, facing towards Place Saint-Sulpice.

Source: Arthur Riiegg ed., Charlotte Perriand: Livre de Bord 1928-1933 (Basel:
Birkhéuser - Publishers for Architecture, 2004), 23.

With Bar in the Attic, Perriand reached a turning point in her career:
her notions of interiority would never again exclude the outside world.
The old genius loci was a thing of the past. 1*°

The same is relevant for the Salle a manger, the large dining area composed of an
extendable dinner table in front of a mirror glazed cupboard which reflects the
light and the view of the glazed roof in a way to double the air - light - sun effect
of the modernist vision of healthy houses; and a sitting unit in front of the
window, that combines the dining with living, in a functionalist manner with all
its simplistic, machinery-like tables and chairs together with the storage areas that

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

140 Esther da Costa Meyer, 30.
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otherwise exposed objects, from perceiving the space as a whole (Fig. 3.3.8, Fig.
3.3.9).

Nevertheless, both of the spaces tell more than just their stylistic and functional
qualities that differed from the period; their social connotations were similarly
distinctive as McLeod points out, through the way they “suggest[ed] a new
integration of service and sociability that dispensed with bourgeois formalities and
needless domestic labor.”**! Going hand in hand with such a statement is the fact
that (even though the idea of creating a bar ensemble in the Salon exhibitions were

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

Figure 3.3.4, 3.3.5 Perspectives of Bar sous le toit and Salle @ Manger drawn by
Perriand.

Source: Arthur Riiegg ed., Charlotte Perriand: Livre de Bord 1928-1933 (Basel:
Birkhiuser - Publishers for Architecture, 2004), 16, 22.

1“1 Mary McLeod, “New Designs for Living: Domestic Equipment of Charlotte Perriand, Le
Corbusier, and Pierre Jeanneret, 1928-1929” in Charlotte Perriand: An Art of Living, 40.
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142

with similar materials™), Perriand’s ensemble was actually realized, not only at

one corner of the exhibition space of the Salon, but in a real domestic space. Such
an affirmation of this new way of living, a “new kind of home and family life”1*3,
took shape both within, and with the creation of her atelier-apartment. The
designed ensemble became the very space of its creation. The space becomes the
art; where the artist/architect both creates and lives it. This sort of an
individualistic creation mixes the borders of space - art - creator - daily life

inextricably.

To better outline the break of the discrepancy between an ensemble and an actual
domestic space in Perriand’s work, I would like to refer to the words of Meyer on

the character of the ensemble:

It is crucial to study how these displays constructed meaning, what
they said about the professional politics of the ensembliers, as a
whole, and what statements they made about class and gender. These
settings were not, of course, for ‘living in’: their contrived domesticity
was geared toward a purely visual form of consumption. **

Evidently, this is not the case for Perriand, for the ensembles she created were
exactly for “living in”. The original endeavor of creating ‘her own’ living space
later took the form of exhibiting them as ensembles in the two Salons, following
the advice of her teachers.'* She reversed the function of the Salon exhibition of
decorative arts: from choosing among the exhibited representational ambiances an

assemblage to ‘live in’, into the opposite: to exhibiting what one creates and lives

142 Meyer indicates that the creation of bars with metal furniture began to be seen in other
examples as well; as in Louis Sognot’s ensemble created for the same Salon d’Automne of 1927,
or as the film set that André Barsacq designed for Maldonne, 1928. Esther da Costa Meyer, 32.

% Mary McLeod, “New Designs for Living: Domestic Equipment of Charlotte Perriand, Le
Corbusier, and Pierre Jeanneret, 1928-1929” in Charlotte Perriand: An Art of Living, 40.

144 Esther da Costa Meyer, 34.
145 Charlotte Perriand, 24.
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in - from a consuming based activity into a creative activity and where the process
of privatizing an obviously exposed public ‘corner’ is reversed as well into
publicizing an actual private, domestic place. The ‘created’ becomes the ‘living’,
merging art with daily life of its user / author. The process of modernist creation
of a new living was based exactly on her own experimentations — as a user, as an
author — with an experimental production of not only the physical environment,
but also the daily life.

With the help of the first exhibition in Salon d’Automne -Bar sous le toit-,
Perriand got the chance to enter Le Corbusier and Pierre Jeanneret’s atelier as the
“associate of furniture design”**® (Fig. 3.3.10). The atelier, with its corridor-like
shape, was located in an old convent, reached through the courtyard of the block.
The orderly pattern of the high windows taking light from one side seems to have
penetrated into the interior; first through the side-by-side aligned tables with the
shelves filling the voids in between the windows, and on the opposite wall,
continuing through the tables positioned successively with their lamps, and the
drawings hanged on the wall with a racking system (Fig. 3.3.11, Fig. 3.3.12).
Actually, one senses no big intervention done for the interior decoration of the
space; the tables, chairs, lamps, storage units for the drawings all seem like
standard, minimum, and appropriate elements for a place dedicated simply to
designing and planning; except the huge mural painting on the wall made by Le
Corbusier later, in 1948, which one sees the moment s/he enters (Fig. 3.3.13).
With this exception, (and the drawings that each architect hang next to his or her
table, and probably temporarily), the place looks as if eliminating any certain

individualistic character.

148 This process did not happen very smoothly though, as Perriand explains: “My decision was
taken: I was going to work with Le Corbusier. I presented myself to his studio in 35, rue de Sévres,
an ancient convent. His cousin Pierre Jeanneret welcomed me, Le Corbusier being always absent
in the morning.”, yet this first encounter was not successful and she had to wait until Le Corbusier
saw her work in Salon d’Automne. Ibid., 24-26.
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Figure 3.3.6 Bar sous le toit, lounge and card table.
Source: Arthur Riiegg ed., Charlotte Perriand: Livre de Bord 1928-1933 (Basel:
Birkhiuser - Publishers for Architecture, 2004), 14.

Figure 3.3.7 Bar sous le toit, entrance shelves, stool and table.

Source: Esther da Costa Meyer, “Simulated Domesticities: Perriand Before Le Corbusier
in Charlotte Perriand: An Art of Living, Mary McLeod ed. (New York: Harry N. Abrams,
2003), 29.

Perriand’s own records of the atelier’s atmosphere are remarkable for they further
show us the milieu of the office environment. She uses both the metaphor of an
“encampment” - and this looks visible through the photographs, and
understandable since it’s an office - and ‘a grand family’, where “[...] all
languages were spoken, poor French, but everyone was speaking the same
language.”**", both a formal, and a familiar space, at the same time. This feeling

of familiarity can be related easily to her role and position in the atelier; and the

147 Charlotte Perriand, 27 (my translation).
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professional relationship constituted between the three collaborators. Mary

McLeod refers to this as:

[...] one of genuine exchange and mutual influence. Le Corbusier
introduced Perriand to the ideas of standardization, objets-types, and
generic solutions. And through Perriand, Le Corbusier gained a deeper

&<

Figure 3.3.8 Salle a manger in atelier-apartment in Saint- Sulpice.
Source: Arthur Riiegg ed., Charlotte Perriand: Livre de Bord 1928-1933 (Basel:
Birkhéuser - Publishers for Architecture, 2004), 22.

Figure 3.3.9 Salle a manger in Salon des Artistes Décorateurs, 1928. Notice the glass roof
is replicated in the Salon to look the same as the real one.

Source: Mary McLeod, “New Designs for Living: Domestic Equipment of Charlotte
Perriand, Le Corbusier, and Pierre Jeanneret, 1928-1929” in Charlotte Perriand: An Art of
Living, 42.
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undelrfganding of such ideas with respect to the details of domestic
life.

We can trace this “mutual influence” through the works in which Perriand was

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

-

Figure 3.3.10 Charlotte Perriand in Le Corbusier’s atelier with Kunio Maekawa, 1928.
Source: Mary McLeod, “New Designs for Living: Domestic Equipment of Charlotte
Perriand, Le Corbusier, and Pierre Jeanneret, 1928-1929” in Charlotte Perriand: An
Art of Living, 36.

to achieve this standardization such as the fauteuil grand and petit confort, chaise
longe and siege a dossier basculant. Actually, although they were designed in
collaboration, it was Perriand who manually produced the furniture in her own
atelier-apartment in Saint-Sulpice with the help of Labadie, the craftsman who

helped her with the execution of the materials in his atelier, (and who also helped

148 Mary McLeod, “Introduction”, 12.
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her with the renovation of the atelier-apartment, t00).**® In her memoires,
Perriand talks about her departures from Le Corbusier’s atelier to choose the
materials for the designs they made, and to fabricate the prototypes - as she did in
this case -, referring to Le Corbusier’s words “Whatever you do, do it.»1%0
Apparently, regarding her former designs done for the atelier-apartment, she
continued to act as the one who experimented what she designed, as she claimed,
“It was not only necessary to draw, dream, but show, experiment. Corbu used to

995151

say ‘No words, action. , which was mostly fulfilled on the side of Perriand,

realizing the creation, which becomes the “living”:

Figure 3.3.11 Le Corbusier and Pierre Jeanneret’s atelier in 35 Rue de Sévres. Flora
Samuel suggests that the woman in the front is Perriand. Yet, since the mural painting
was made only by 1948, the photo was probably taken after Perriand left to work in the
atelier, but continued to frequent it for other works they collaborated.

Source: Flora Samuel, Le Corbusier: Architect and Feminist (Chicester: Wiley-Academy,
2004), 4.

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

Source: [data base online]
http://mediastore4.magnumphotos.com/CoreXDoc/MAG/Media/TR2/c/4/3/2/PAR163133
.jpg. [Accessed: 17.05.2014].

149 Charlotte Perriand, 33.
150 1 hid.
131 |bid., 32.
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Figure 3.3.13 Le Corbusier’s mural painting “Femme et coquillage 1VV” 1948.
Source: [data base online] http://highlife.ba.com/Media/images/hero2-7013e0b4-965b-
4313-9d0d-2f0c37c9cef2.jpg. [Accessed: 17.05.2014].

Proud of the result, I invited Le Corbusier and Pierre Jeanneret to my
atelier, without telling that the fauteuils were there, living, ready to
welcome us, loyal to our drawings, to perform the surprise. It was
complete, and after several remarks, Corbu finally said: “They are
elegant.” 2

The atelier-apartment in Saint-Sulpice, thus, not only acted as an intellectual
milieu of artistic production (which itself turned into an artistic product in the

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

Perriand, Le Corbusier and Jeanneret soon decided to exhibit the furniture in an
anonymous setting of an ensemble, Equipement Intérieur d’une habitation, in

Salon d’Automne of 1929, to show their ‘flexibility and functionalism’ to the

152 |bid., 33. (my translation).
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public.'®® This interior setting was composed of a kitchen, bathroom, 2 bedrooms,
and a large living room, which were all separated by partitions of storage units,

rather than solid walls'®*

(Fig.3.3.14). McLeod comments that the setting was not
only to display the atelier’s designed furniture which were aimed for mass
production and for public use; but as well to display a ‘manifestation’ on the ideal
of domestic space’®; adding that it was also a setting for the ideal representation
of the New Woman.™® The suggested idea of this set-space was one which acted
as a representation not only in terms of its function, style, or way of production,
but also in terms of the living, or daily life which it promoted: showing not only
where to live; but also how to live, and what to live: this “...flexible living space
all presented an image of a home that was not only comfortable and efficient but
gracious to live in.”*>" Nonetheless, with its fictitious character, it aimed at no
‘living in’ but rather creating a public-image for the betterment of the living
conditions that went hand in hand with mass-production, standardization, and
plurality. The anonymity of the Equipment could be further understood with the

comparison McLeod makes through the atelier’s approach to design:

Le Corbusier, Jeanneret, and Perriand believed that architecture
should be a backdrop for the ever-changing spectacle of daily life. In
this respect, their vision of the modern interior differed sharply from
that of Mies van der Rohe, who designated specific locations for his
pieces of furniture and intended them to remain there. **®

5% Mary McLeod, “New Designs for Living: Domestic Equipment of Charlotte Perriand, Le
Corbusier and Pierre Jeanneret, 1928-1929”, 50.

154 Arthur Riiegg, 43.
155 Mary Mcleod, 50.
™% Ibid., 66.

37 1bid.

158 Mary McLeod, 54.
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Figure 3.3.14 Equipment intérieur d 'une habitation in Salon d’ Automne, 1929.
Source: Arthur Riiegg ed., Charlotte Perriand: Livre de Bord 1928-1933 (Basel:
Birkhéuser - Publishers for Architecture, 2004), 76-77.

It is clear that, through the design of the Equipment, the atelier did not ascribe any
roles as individual, specific, or personal usages, and rather aimed to have an
indirect impact on the daily life of others. This intention could be related to the
collective mind of the atelier 35, Rue de Sévres; since Perriand’s own atelier
actually did not match with this. The anonymity of the products then, can be in a
way related to the anonymity of the office environment where Perriand herself got
juxtaposed — the plural, public, more masculine ‘place of artistic production’
which aimed at reaching the daily lives of ‘others’ through visionary experiences
of standard and mass produced objects and environments differed from that of the
individual, personal, private atelier of Perriand which acted in its own as an
‘artistic product’, that was directly and practically related to the daily life of its
author through her own physical experiments and experiences. Her practice-based
approach was obviously what made her works which were in an aim of “collective

59159

transformation of daily existence”™>", even more significant.

159 Mary McLeod, “Introduction”, 10.
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CHAPTER 4

NATURE

4.1. Producing / Inhabiting / Designing the Nature-place

The social or physical construction of space in a natural scene can be considered
to require a different regard from the investigation of the urban place. Nature is an
end in itself; one may not easily decide if it could already be defined as a public
space with no human being attached, or if it gets to be produced as a public or
private place with the existence of humans. Whatever the result of this question is,
| wish to look at the issue from the point that the mere existence of a human being
is enough to create memories and habits, and thus the natural, ‘physical space’ can
be reproduced, appropriated and used as the container of human activities. The
touch of the human being - as a designed architectural construction, or as a social
or perceptual touch of memory - recreates the natural place, and in turn gets

recreated.*®°

| believe in this context, studying the concept of natural place requires the
examination of its counterpart; the inhabited built environment — which in my

case, is a house, or a small dwelling unit — for their mutual existences as opposed

180 For further readings on social and physical space, place, non-place, placelessness, see; Henri
Lefebvre, The Production of Space (Oxford: Blackwell, 1991), Edward Relphe, “Prospects for
Places” in Place and Placelessnes (London: Pion, 1976), Christian Norberg-Schulz, “The
Phenomenon of Place” in Theorizing a New Agenda for Architecture: An Anthology of
Architectural Theory 1965-1995, Kate Nesbitt ed. (New York: Princeton Architectural Press,
1976), Marc Augé, Non Places: An Introduction to an Anthropology of Supermodernity, trans.
John Howe (London: Verso, 1995), Andrew Merrifield, “Place and Space: A Lefebvrian
Reconciliation” in Transactions of the Institute of British Geographers, New Series, Vol.18, No.4
(1993), 516-531.
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to their physical and social differences. Nature is free, unknown and distant; in a
way, out of touch of the human existence; whereas the house, is designed,
constructed, appropriated and/or inhabited by them, to meet their need for

enclosure within its determinate boundaries:

Mountains are full of wonder... They are wild, stochastic,
unpredictable. They have no discipline. They have no referent. Each
mountain’s identity is itself.

A house is rarely wonderful. It is mostly a mundane composition of
parts, frames, volumes and walls. It is willful, determined, controlled.
Necessarily positioned at some distance from nature, it is regulated
through architectural convention. **

These seemingly opposite values of house and nature (mountain) could intersect
in certain ways; a house losing its determinate, enclosed and controlled private
unity if in a coexistence with nature, or nature becoming appropriated and
regaining an identity together with its built complement. Both may bring

challenges to each other in achieving a new definition for lived human space.

With these in mind, | wish to elaborate this chapter on the relations constituted
between nature-places and their potential occupiers, the women; first from the
perspective of publicity and privacy. This analysis will try to reveal the different
characteristics of the private and the public in the natural settings (which might be
dependent to or independent from a built environment). It will dwell on the
duality of interior-private and exterior-public and how these women mentally or
physically cleared the wall between the two and opened the inside to outside and
brought the outside to the inside living, with references to the two different
contexts that the dwellings were set. It will question what sort of different spatial

qualities in terms of this duality can be inferred from the garden attached to a

161 Andrew Atwood, Anna Neimark, “How to Domesticate a Mountain”, in Perspecta 46: Error,
Joseph Clarke and Emma Bloomfield eds. (Cambridge: MIT Press, 2013), 51.
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dense urban fabric in the case of Natalie Clifford Barney, or from the temporary
shelters or the chalet of Perriand constructed at Mont Joly, a mountain that is freed
from any disturbing building crowd; offering a total contrast from the case of

Barney.

The analysis will go on with the notion of domestication of the natural
environment. It will question how different characters and usages can be
attributed to the formerly untouched and public space of nature so as to render it
as a part of one’s own domestic or social environment and own memories. In both
cases, the spaces are then opened to public or to communal living. In Barney’s
case, this happens as an extension of an inhabited, domestic dwelling (or one
might suggest the dwelling as an extension of the garden): the garden is as well
domesticated, which is then opened to communal rituals, gatherings, etc. In
Perriand’s case, the house or the shelters, each domesticate the exact point where
they are established and from then on exist only with the character of its natural
setting. The dwelling and the nature, each act within the boundaries of each other,

yet create something more than one enclosed private realm.

Another aspect of the relationship of these two women and nature might be read

»162 getting

through modern human’s new connection to hygiene; to “light-air-sun
outdoors and opening towards the nature for physical health. In Light, Air and
Openness: Modern Architecture Between the Wars, Paul Overy argues that “the
deprivations of the First World War reinforced such arguments, and health,

hygiene and the cult of sunlight and fresh air became dominant agendas in the

162 See Andres Janser, Arthur Riiegg, “Selected Film Sequences with Commentary” in Hans
Richter New Living Architecture.Film.Space (Lars Muller Publishers, 2002), 38-59, also referred
to in Paul Overy “Introduction” in Light, Air and Openness: Modern Architecture Between the
Wars, 9, as “Light Air Sun Make Life Possible”.
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1920s and 1930s...”, along with a preoccupation with the healthy and the fit
body.'®?

We might trace the effect of this new need, the eagerness to become fit and
healthy, also in the life of these avant-garde women. This healthy body imagery,
the use of outdoor spaces for bodily performances, can be followed through the
photographs and writings of Perriand and Barney as well. As in the words of
Perriand from her article “The Materials of Furniture: Wood or Metal?”:

The Man™® of the XXth Century

An Intruder? Yes, he is, when sur-rounded by antique furniture, and
No, in the setting of the new Interior.

Sport, indispensable for a healthy life in a mechanical age.

Modern mentality also suggests: Transparency, reds, blues, The
brilliance of coloured paint, That chairs are for sitting on, That
cupboards are for holding our belongings, Space, light, The Joy of
creating and of living ... in this century of ours Brightness, Loyalty,
Liberty in think-ing and acting.

We must keep morally and physically fit.

Bad luck to those who do not. **

Another term, openness, Overy uses throughout his book:

[...] was usually employed rather than ‘space’, because it more
specifically evoked the outdoors and the open air, and (especially) the
interconnection and interpenetration of inside and outside, one of the
major ideological articles of faith of modernist architecture and design

163 paul Overy, “Mountains & the Sea” in Light, Air and Openness: Modern Architecture Between
the Wars, 98.

184 perriand’s use of “Man” in reference to twentieth century brings some clues about her visions
and evident indifference to feminist discourse. McLeod also suggests this as Perriand’s
“reservations about making [any] connotations” to feminism or womanhood, yet she infers that her
experiences as a woman had their impacts on her art. McLeod, “Introduction: Charlotte Perriand’s
Art de Vivre”, 11.

185 Charlotte Perriand, “The Materials of Furniture: Wood or Metal?”, The Studio, vol.97 (1929),
re-published in Journal of Design History, Vol.3, No:2/3 (1990) 165.
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of the 1920s and 1930s. It also suggested a new openness of human
relationships, less constricting and binding than previously. %

This social openness could be interpreted through the oppositions of these women
to conform to the stereotypical lifestyles imposed by the society of their day,
rejecting the general codes of femininity. ‘Getting outside the physical interior’
and metaphorically ‘getting outside the social norms” may be linked. Through
freeing the body with nature, fresh air and space; mind was also thought to be
freed.

With the aim to search these new definitions, this chapter’s cases of natural scenes
will be the garden of the salon of Natalie Clifford Barney in Paris, and the refuges
of Charlotte Perriand, alternatively produced or appropriated spaces that differ
from the usual codes of domestic environments and public outdoors. Barney’s
garden acts as the extension of the publicized domestic space of her salon,
offering an isolated atmosphere in the crowded Parisian cosmopolitan context. It
becomes a domesticated public zone with the salon meetings taking place here.
Perriand’s Refuges Bivouac and Tonneau, and Chalet at Méribel in French Alps;
got realized in public, extrinsic spaces of nature, which are domesticated in order
to be inhabited temporarily. What merges the seemingly opposite characters of the
two examples is the fact that they provide different public lives and privacies to

their occupant/s within these domesticated natural settings.
4.2. Mountain Interiors
Nature seems to have constituted a fairly important and influential place in the life

of Charlotte Perriand. Having Savoyard family roots, she was a lover of nature,

and all throughout her life, she made several travels to rural areas, mountains and

166 paul Overy, “Introduction” in Light, Air and Openness: Modern Architecture Between the
Wars, 11.
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seaside, for skiing, climbing, swimming, hiking, resting; as an escape from the
cosmopolitan Paris where she actually lived most of her life, to find relaxation in
the still lands of serenity of her childhood®’ (Fig. 4.2.1a, 4.2.1b).

A woman of freedom and movement catching up with the needs of her time; she
rejected the old tastes and conformity of the previous decades; creating the new
language of modernism following the only rule of being humane starting from her
own house.*® Being free spirited against the general codes of femininity of the
time which dictated the settlement of women in the throne of the domestic,
feminine and private environment as the mother-housekeeper-housewife; “she
refused to feminize the interior according to accepted cultural stereotypes.”169 We
can follow her refusal of the conventional domestic lifestyle of the ‘housewife’

that is imposed upon women through marriage, in her own lines:

| think that marriage at that time was the only possible way for the

chrysalis to become butterfly. And a butterfly, it flies. }'°,

187 «Until the age 3, | lived this life drunk with freedom, air, light, scents and affection. Head close
to the stars; | gained the love for nature in accordance with the seasons, and respect for all the
peasants of the world, who are anchored into the earth more than anyone.” Charlotte Perriand,
Charlotte Perriand: Une Vie de Creation (Paris: Odile Jacob, 1998), 11 (My translation). “I love
the mountains deeply. | love them because | need them. They have always been the barometer of
my physical and mental equilibrium. Why? Because the mountain offers the man the possibility to
overtaking which he needs. [...] By a selfless effort, we eliminate all the toxins of the city,
including that of thought.” Exhibition catalogue of “Charlotte Perriand: De la Photographie au
Design” (Archives Petit Palais Musée des Beaux-arts de la Ville de Paris), 128. See also Catherine
Clarisse, Gabriel Feld, Mary McLeod and Martha Teall, “Charlotte Perriand and the Alps: Skiing
for the Masses” in Charlotte Perriand: An Art of Living, Mary McLeod ed. (New York: Harry N.
Abrams, 2003) 182-195, and Charlotte Perriand: Carnet de Montagne, Maison des Jeux
Olympiques d’Hiver ed. under the direction of Pernette Perriand-Barsac (2007).

188 See 3.3, Artist’s Atelier — Le Corbusier & Charlotte Perriand.

169 Esther Da Costa Meyer, “Simulated Domesticites: Perriand before Le Corbusier” in Charlotte
Perriand: an Art of Living, 30.

170 Charlotte Perriand, 22. (my translation).
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Figure 4.2.1a, 4.2.1b Charlotte Perriand in trips to rural. Left, Entre-deux-Eaux, 1932.
Right, taken by Pierre Jeanneret, 1934.

Source: Left: Philippe Régnier, “Charlotte Perriand: Maison au Bord de I’Eau in Miami
Beach Louis Vuitton Tribute” in The Art Daily News, Special Issue (December 2013), 5.
Right: [data base online] http://rosswolfe.files.wordpress.com/2013/12/charlotte-
perriand-in-1934-left.jpg?w=800. [Accessed: 28.05.2014].

reminding that, marriage was necessary for a woman of the period to realize and
set herself free, yet once she becomes free, she would “fly”, as does the butterfly,

to create her own independent life (Fig.4.2.2).

She saw harmony in the life of the peasant; and freed from constrains of the city
life and its prescriptions, she derived her source of inspiration from stays in the
rural (Fig. 4.2.3a, 4.2.3b):

Yes, | learnt that there are no unuseable materials - what matters is
how they are used. In parallel with my Parisian life, | often went to the
mountains - | still do. During the move to the summer pastures, | saw
shepherds make small seats from odd bits of wood, anything that came
to hand. And | appropriate to their environment, the ecology, their
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economy and it meets their needs. The value was obvious, | could not
go on dismissing it.*"*

She searched to achieve this natural wholeness of outside and inside in her own
life, as well as in her designs where interior space and landscape become one; and
where domesticity’s narrow limits are challenged by opening the walls of the

interior towards outside with,

[...] her deep appreciation of the lives of common people, especially
peasants, whom she believed had achieved an integration of domestic
life, work, and nature.*"

Her architecture and furniture works constituted the design of domestic
environments generally, yet she aimed to embrace all aspects of life in the design
of the nearest environment of the human being. Her designs of interior domestic
spaces - some of which have been subjects of discussion in the previous chapter -
were in an aim of creating an art and architecture that touches upon occupier’s
life; an art for the life itself, through the design of not only the built environment,
but also the way one lives in it. “An art of artlessness”, as in the words of Mary
McLeod, the naturalness of objects and environment where one lives, was what
she valued: simplicity, harmony, integrity “that encouraged the collective

transformation of daily existence™!"

, Where art is taken into the very existence of
life just as the way nature is; where art becomes natural, and nature becomes art.
And just as art should be reachable for all in the avant-gardist vision, so should be
nature; her basic aim of design was to reach people and make this harmony visible

to all.

11 Charlotte Ellis, Martin Meade, “Interview with Charlotte Perriand” in Architectural Review
(November 1984). [data base online] http://www.architectural-review.com/archive/interview-with-
charlotte-perriand/8659677.article. [Accessed: 16.04.2014].

72 Mary McLeod, “Introduction: Charlotte Perriand’s Art de vivre” in Charlotte Perriand: An Art
of Living, Mary McLeod ed. (New York: Harry N. Abrams, 2003), 10.

173 Mary McLeod, 10.
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Figure 4.2.2 “Charlotte Perriand sur une plage de galets” taken by Pierre Jeanneret in
1934.

Source: Exhibition catalogue of “Charlotte Perriand: De la Photographie au Design”
(Archives Petit Palais Musée des Beaux-arts de la Ville de Paris), 19.

We can trace interesting patterns of her passion for nature in her artistic creations;
appropriation of natural objects, shells, vertebrae, rocks, fossils, the art brut
objects that she collected from her travels with Pierre Jeanneret and Fernand
Léger and her raw-art photographs'™ (Fig. 4.2.4a, 4.2.4b, Fig. 4.2.5), as well as
her use of materials in her furniture and interior designs, which took a slight

change throughout her career — from metal of Bar sous le Toit, to the use of wood

174 See Jacques Barsac, Charlotte Perriand and Photography: A Wide-Angle Eye (Paris: Five
Continents, 2001)
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and rock in Méribel'™ (Fig. 4.2.6). Together with these, another form of
architecture evolved from her love for mountains; a creation of a different kind of
domestic environment in nature. In the investigation of her mountain interiors and
her relations to them, I choose two different kinds of architectural space that she
designed and lived in; first her temporary shelter architecture designed to house
mountain refugee camps, house for skiers, and second, a mountain house for
herself at Méribel.

Her refugee camp structures, the studies on “the concept of inexpensive vacation

178 " \vere experimental units of small, temporal and portable houses for

retreats
short stays in the mountains. The first example is the Bivouac; a prefabricated
aluminum structure that Perriand designed in collaboration with Pierre Jeanneret
(her friend and colleague from Le Corbusier’s office) and the engineer André
Tournon from Aluminium Francais, and assembled with Jeanneret and Tournon’s
colleague Quetant in Mont Joly, Haute-Savoie of France, in 4 days in 1938’
(Fig. 4.2.7). It was designed to accommodate 6 people in 4 to 2 meters rectangular
space standing on pilotis (Fig.4.2.8). With its adaptable and compact furniture, it
allowed users to spend their stays with all the necessary equipment fit for this
small space. Several ecological aspects were also taken into consideration so as to
answer to climatic conditions of the mountain, thermal needs or ventilation'’®

(Fig. 4.2.9a, 4.2.9b).

175 Esther Da Costa Meyer, “Simulated Domesticites: Perriand before Le Corbusier” in Charlotte
Perriand: an Art of Living, 29.

176 Catherine Clarisse, Gabriel Feld, Mary McLeod and Martha Teall, “Charlotte Perriand and the
Alps: Skiing for the Masses” in Charlotte Perriand: An Art of Living, 182.

"7 Charlotte Perriand, 117.
178 Catherine Clarisse, Gabriel Feld, Mary McLeod and Martha Teall, 184.
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Figure 4.2.3a, 4.2.3b Top: “Bloc de glace 2” a block of ice, taken by Perriand, 1935,

Fontainebleau forest.
Bottom: Mountain photography by Perriand, “Paysage de Montagne”, date unknown.
Source: Charlotte Perriand et la photographie dans les années 30 (Archives Petit Palais

Musée des Beaux-arts de la Ville de Paris).
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Figure 4.2.4a, 4.2.4b Photographs taken by Charlotte Perriand, objets a réaction
poétique, taken during the trips done to rural.

Source: Left: Elisabeth Védrenne, Charlotte Perriand, transl. by Linda Jarosiewicz (New
York: Assouline Publishing, 2005), 56. Right: [data base online]
http://www.museeniepce.com/var/ezflow_site/storage/images/exposition/exposition-
passee/charlotte-perriand/charlotte-perriand-bloc-image-3/7568-2-fre-FR/Charlotte-
Perriand-bloc-image-3_2_colonnes.jpg. [Accessed: 24.05.2014].

Figure 4.2.5 The jewelery made by Charlotte Perriand between 1934-1972
Source: Exhibition catalogue of “Charlotte Perriand: De la Photographie au Design”
(Archives Petit Palais Musée des Beaux-arts de la Ville de Paris), 117.

Another experimental example of her camp architecture is Refuge Tonneau, again

designed with Pierre Jeanneret the same year, to find better solutions for the
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Figure 4.2.6 House at Méribel.

Source: : Charlotte Perriand, Charlotte Perriand: Une Vie de Creation (Paris: Odile Jacob,
1998), Figure 77.

ventilation of the shelters (Fig. 4.2.10a, 4.2.10b, 4.2.10c). As a similar alternative
to Bivouac, the structure included sleeping areas on its ground floor and upper
mezzanine for 8 people, studying and storage areas, and a kitchen counter in a 380
cm diameter; with flexible furniture. Yet, it could not be realized because of the
outbreak of the World War 11*"° (Fig. 4.2.11).

179 Charlotte Perriand, 118.
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The second example chosen of her mountain interiors is her own house, a chalet

that she rather named a “refuge”, designed in 1960 at Méribel-les-Allues, in

180

Savoy, France™" (Fig.4.2.12). It is a small house, with a main, large living space

Figure 4.2.7 Model of Refuge Bivouac, 1936-1937.
Source: Exhibition catalogue of “Charlotte Perriand: De la Photographie au Design”
(Archives Petit Palais Musée des Beaux-arts de la Ville de Paris), 117.

as the center, and two separate rooms on two floors that are both accessible from
the outside. There is also a kitchen attached to the living room, yet what Perriand

rather preferred as the cuisine is the big fireplace located in the main living

8 Gennaro Postiglione, Kristell Weiss, “Charlotte Perriand 1903-1999, 1960-61 New
Construction Méribel Les Allues, Savoy” in 100 Houses for 100 Architects, Gennaro Postiglione
ed. (Koln: Taschen, 2008) 313.
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Figure 4.2.8 The construction of Refuge Bivouac on site.
Source: Exhibition catalogue of “Charlotte Perriand: De la Photographie au Design”
(Archives Petit Palais Musée des Beaux-arts de la Ville de Paris), 115.

room*® (Fig. 4.2.13). The large terrace and windows that render the landscape

both visible and accessible from interior blurs the margins of interior and exterior,

just the way Perriand would hope to do:

I am in contact with the near firs, birds, squirrels, my terrace is the
line of horizon, lost in the sky — the peak. %

181 «“Une piéce dans la piéce pour griller un marcassin, des brochettes, des saucisses, le chapon a
Noél, des bananes sous la cendre, pour boire ou chanter, réver la nuit tombée a la lueur des
flammes, I’hiver, bercé par le bois qui chante, dans le silence de la neige qui tombe. Il y a bien une
petite cuisine, mais c’est pour faire la vaisselle!” Charlotte Perriand, 235.

182 Charlotte Perriand, 234. (my translation).
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Figure 4.2.9a, 4.2.9b Refuge Bivouac, 1937.

Source: Left: Charlotte Perriand, Charlotte Perriand: Une Vie de Creation (Paris: Odile
Jacab, 1998), Figure 42. Right: [data base online]
http://circarg.files.wordpress.com/2014/02/20.jpg. [Accessed: 25.05.2014].

Figure 4.2.10a Models of Refuge Tonneau 1938.
Source: Exhibition catalogue of “Charlotte Perriand: De la photographie au Design”

(Archives Petit Palais Musée des Beaux-arts de la Ville de
Paris), 116.
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Figure 4.2.10b, 4.2.10c Modelsa of Refuge Tonneau 1938.

Source: Right: Exhibition catalogue of “Charlotte Perriand: De la photographie au
Design” (Archives Petit Palais Musée des Beaux-arts de la Ville de

Paris), 116. Left: [data base online]
http://www.designboom.com/weblog/images/images_2/jayme/ton/ton05.jpg. [Accessed:
25.05.2014].

The house actually offers a different kind of domestic environment than usual;
first with its small rooms, as in her shelters, equipped with adaptable furniture,
walls, doors, curtains that allow for changing demands; distinguishing what she
calls “architecture de jour, architecture de nuit”'®® (Fig. 4.2.14a, 4.2.14b).
Secondly, with the suggested communal life where one would cook, eat, rest, and
enjoy the fireplace or the vistas all in the same place; and where one is not only
integrated with the interior and outside environment from where he stands, but
also with the household (Fig. 4.2.15). The small house offers no more than the
basic needs of any user, and without any restrictions or control, the simplicity and
flexibility allows one to enter or exit the house from any opening, or to use the
very same room for several occasions. Functions are not attributed to small
compartments, rather, once one enters, one is everywhere, and everywhere is

usable for all, as explains Perriand: “No partitions in the first floor, two beds

183 Charlotte Perriand, 234.
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Figure 4.2.11 Drawings of Refuge Tonneau. Sections and plans.

Source: [data base online]
http://www.designboom.com/weblog/images/images_2/jayme/ton/ton06.jpg. [Accessed:

25.05.2014].

enclosed in Savoyarde style, nice niches that leave a grand, free, friendly
space”*®. One is taken inside and led outside, nature becomes interior and interior

is in nature:

My objectives: Reunite 3 or 4 fervents of mountain, ramble around
and come back to smooth my hair in the sun, wash my socks, do some
grill in the big fireplace and joyously sing with friends. %

134 Charlotte Perriand, 234 (My translation).
185 |bid. (My translation).
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Figure 4.2.12 Plans of Chalet in Méribel.
Source: Gennaro Postiglione, Kristell Weiss, “Charlotte Perriand 1903-1999, 1960-61

New Construction Méribel Les Allues, Savoy” in 100 Houses for 100 Architects,
Gennaro Postiglione ed. (KoIn: Taschen, 2008), 313.

Figure 4.2.13 The fireplace in the living area.
Source: Elisabeth Védrenne, Charlotte Perriand, transl. by Linda Jarosiewicz (New

York: Assouline Publishing, 2005), 52-53.
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Perriand’s refuges, both the temporary shelter architectures and the mountain
house, create alternatives in questioning the domestic-public duality. They
appropriate the natural area and recreate it as a domesticated everyday ‘place’.
Once the hidden, distant and unknown nature now becomes, with the mere
existence of the human being, a place; shaping the usages of its inhabitants, and
effecting their modes of living for some time, yet in turn, gets recreated,
constructed with the social inhabitant dwelling there. Nature together with the
refuges, gain memories with a new spatial existence created through usages, and
get reshaped complying with the new occupant’s behavior. The refuges offer a
different house and a different domesticity for the dwellers, forming a private
realm of a communal life with less privacy, in its temporal, flexible and public
being. The interiors the refuges offer, integrate with this appropriated landscape,
they cannot exist without their exterior, and the exterior gains another meaning

I
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Figure 4.2.14a The room on the upper floor with table and chairs, getting the outside
view as framed through the window.

Source: Elisabeth Védrenne, Charlotte Perriand, transl. by Linda Jarosiewicz (New
York: Assouline Publishing, 2005), 50-51.
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Figure 4.2.14b The same area is integrated to the outside view through the opened
window.

Source: Charlotte Perriand, Charlotte Perriand: Une Vie de Creation (Paris: Odile Jacab,
1998), Figure 81.

with these small, compact, now domestic units. The interiors of the refuges blur
the contrast between public and private. The coexistence with nature changes the
character of outdoor from public to an individual place, and the interior to a

communal one.*®® As in the words of Vedrenne;

[...] her work inevitably returned to the notion of refuge, of cabin, of
tent, of nest, of home for a nomad like the snail’s shell that follows it

everywhere. %’

186 Excerpt from my presentation, “Public House Domestic Nature: Reading the Everyday Spaces
of Gertrude Stein and Charlotte Perriand” made in METU Architectural History Graduate
Researches Symposium, December 2013. Forthcoming publication.

187 Elisabeth Védrenne, Charlotte Perriand, transl. by Linda Jarosiewicz (Assouline Publishing,
2005), 22.
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Figure 4.2.15 The adaptable bed area on the upper floor facing the table and chairs,
defines not a closed bedroom, or dining room, but a coexistence of both.

Source: Charlotte Perriand, Charlotte Perriand: Une Vie de Creation (Paris: Odile Jacob,
1998), Figure 80.

In this intertwined image of public and domestic realms, we discover how
Perriand’s visions and designs form a new space, and get formed by it through
new usages that the space offers. And these new practices of space could only
exist with the specific challenges brought together with its occupant, and not the
prescribed, gendered codes of living which impose women to stay in the domestic

limits of the house, otherwise.

4.3. The Garden and the Temple

Following Perriand’s spiritual connection to mountains and the blurry image she
created of the distinction between the interior and the outside; the small garden
attached to Natalie Clifford Barney’s Parisian apartment pavilion appears as a
different example, being nearly the opposite of Perriand’s natural places freed
from building crowds. The small pavilion is at the literary and artistic center of the

already metropolitan Parisian urban fabric, on the Left Bank with narrow streets
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and crowded apartment blocks, which also surround the garden. Only reachable
through the gates that first lead to a courtyard, garden has no direct connection to
any street, and in a way it is protected from the dense city life outside (Fig. 2.3.2).
The contradictory scheme it proposes is explained in the words of Suzanne

Rodriguez:

What made Natalie’s two-story, seventeenth-century house so unique
was this: adjoining it was a wooded oasis, the last remnant of forests
that had once stretched to the edge of the Seine... Here, in the very
heart of Paris, a wild woodland offered its own winding path,
wrought-iron chairs, marble fountain, and a deep well long fallen into
disuse. %

Figure 4.3.1a The Temple a I’ Amitié.
Source: Baptiste Essavez-Roulet, William Pesson, “Le temple ‘a I’amiti¢’, rue Jacob a
Paris: Mythes et réalites” in Chronique d’histoire Magonnique No.62 (Institut d’études et
de Recherches Magonniques, 2008), 4.
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Figure 4.3.1b The inscriptions on the pediment of the temple, ‘D.L.V.” and ‘A I’ Amitié’.
Source: [data base online]
http://www.ruevisconti.com/LaRueMysterieuse/TempleAmitie/Images/Fronton.jpg.
[Accessed: 25.05.2014].

This enclosed ‘wooded oasis’ appears to attract more of interest with its small
nineteenth century neo-classic temple that is situated just at the northwest corner.
It is a small temple, with a circular interior ground floor with a fireplace, and a
basement floor of two rooms, four Doric columns on its fagade, its pediment, and
two inscriptions written, noting the probable reason of its erection: “A 1’Amitié”
(To Friendship) and “D.L.V.” (Fig.4.3.1a, 4.3.1b, Fig.4.3.2a, 4.3.2b, 4.3.2c).
Architectural historian William Pesson and Baptiste Essevaz-Roulet’s account of
the history of this temple; “Le temple ‘a ’amiti¢’, rue Jacob a Paris: Mythes et
réalites” reveals a lot about its possible origins of construction and its name.**°
According to Essevaz —Roulet and Pesson, the temple is constructed sometime
between 1804 and 1813, by the owners of the pavilion 20, Rue Jacob of the time,
Nicolas Simon Delamarche and his wife Marie-Louise Doucet, for praising
friendship and specifically one friend who helped them in getting this home,
Marquis de la Vaupaliere, who in turn got the chance to have his name written on

the temple’s fagade, as ‘D.L.V.’.

189 Baptiste Essavez-Roulet, William Pesson, “Le temple ‘a I’amiti¢’, rue Jacob a Paris: Mythes et
réalites” in Chronique d’histoire Magonnique No.62 (Institut d’études et de Recherches
Magonniques, 2008), 5-25.
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Figure 4.3.2a, 4.3.2b, 4.3.2c The section, plans and elevation of the Temple.

Source: Top: Baptiste Essavez-Roulet, William Pesson, “Le temple ‘a I’amitié¢’, rue Jacob
a Paris: Mythes et réalites” in Chronique d’histoire Magonnique No.62 (Institut d’études
et de Recherches Magonniques, 2008), 11. Bottom left: Baptiste Essavez-Roulet, William
Pesson, “Le temple ‘a I’amiti¢’, rue Jacob a Paris: Mythes et réalites” in Chronique
d’histoire Magonnique No.62 (Institut d’études et de Recherches Magonniques, 2008),
23.

Bottom right: [data base online]

http://www.ruevisconti.com/LaRueMysterieuse/ TempleAmitie/Temple_de | Amitie.htm
I[Accessed: 02.07.2014].
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This spirit of friendship of the temple and the garden seems to have endured for
one century from Delamarches to the time when Natalie Barney got the pavilion
in 1909 (Fig.4.3.3). The garden together with the temple did not only act as the

Figure 4.3.3 Drawing of the Temple by André Rouveyre.

Source: [data base online]
http://www.ruevisconti.com/LaRueMysterieuse/TempleAmitie/Images/rue_Jacob 20 Ro
uveyre.jpg. [Accessed: 02.07.2014].

extension of the pavilion as an outdoor space; but rather appeared on its own as
the refuge or the stage for several social performances of its occupant and her

companions, friends and guests, theatrical productions of ancient legends (as she

190

was quite keen on the historical figure of Sappho™") creating its own spatial

190 sappho is the ancient Greek woman poet of 7th century BC, known for her praise of the love
for male and female. Barney, in 1904, with poet Renée Vivien, one of her lovers, traveled to island
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existence (Fig. 4.3.4). Detached from the interior of the salon’s literary character
in its performative character, the garden acted as a space where its users found the
isolated medium not only for their literary but also for their sexual expressions. As
Amy Wells-Lynn quotes Shari Benstock’s words in her text, where she talks

about works of Barney and two of her contemporaries and friends, American

Figure 4.3.4 The interior of the temple.
Source: Suzanne Rodriguez, Wild Heart: A Life: Natalie Clifford Barney and the
Decadence of Literary Paris (New York: Harper Collins, 2003).

writer Djuna Barnes and English writer and poet Radclyffe Hall, “The
Intertextual, Sexually-Coded Rue Jacob: A Geocritical Approach to Djuna Barnes,
Natalie Barney, and Radclyffe Hall”,

Lesbos where Sappho was born, in order to establish a ‘“neo-Sapphic community”. Yet,
disappointed with the current condition of the island and the people, she returned to Paris, and
followed the ideal of creating a Sapphic community there in her isolated habitats.

Anna  Bunting-Branch,  “Sappho’s  Time” (2012), 1-2. [data base online]
http://www.annabuntingbranch.com/writing_files/Sappho.pdf. [Accessed: 23.06.2014].
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[...] within the garden walls, safe from the intrusion of the outside
world, the divided female spirit healed itself, rejoicing in short-lived
freedom from patriarchal constraint. **

This “freedom” can be followed from the establishment of an Académie des
Femmes by Barney in 1927 as an objection to then male-dominant academies of
Paris."®® The Académie served in a way as the ideal of Barney for the
establishment of a Sapphic center for female art and literature. In Académie
meetings female writers and poets, in the existence of male attendants too,
gathered (and usually in the occasion of honoring certain women writers, such as
Colette, or Gertrude Stein), read from their works in the garden of the salon with
the temple as the stage; in an aim to “unite, honor, and draw attention to women

writers.”1%3

The temple, also served as the background for other rituals, as Sheila Crane notes,
“as a memorializing space”, for example, in the memorialization ritual of Renée

Vivien. Sheila Crane explains this meeting as:

[...] @ commemorative program in honor of Renée Vivien began with
a reading of one of her poems in front of the temple before moving
inside the main pavillon.*®*

198 Amy Wells-Lynn, 102.

192 The idea of creating a women’s academy was already in discussion among Barney and other
women writers by early twentieth century, as Suzanne Rodriguez quotes the 1909 news in the
United States that echoed this academy in France: “A strong movement is on foot in France for the
establishment of a ‘French academy’ for women [...] The future ‘forty immortelles’ argue that
literature is neither male nor female; that Belles-letters cannot be divided into two sections; that
the question should resolve entirely into one of merit and not of sex.” Suzanne Rodriguez, 252-
253.

19% Suzanne Rodriguez, 255.
194 Sheila Crane, 153.
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Natalie Barney’s early ideal of creating a Sapphic circle of women was already
visible in the meetings at her first residence in Neuilly (before she moved to the
Left Bank), which set the scene for the theatrical performances in its garden, with
Greek influenced plays, music and dances taking place'®® (Fig. 4.3.5). The

tradition continued in Rue Jacob; the garden, now with the décor of the temple in

Figure 4.3.5 The dancing rituals taking place in the garden of the Neuilly house.

Source: Samuel N. Dorf, “Dancing Greek Antiquity in Private and Public: Isadora
Duncan’s Early Patronage in Paris” in Dance Research Journal Vol.44 No.1 (Cambridge
University Press, 2012), 4.

addition, was the perfect gathering place for the attendants’ sexually loaded social

activities; such as costumed dances, worships, theaters, performances which

1% samuel N. Dorf, “Dancing Greek Antiquity in Private and Public: Isadora Duncan’s Early
Patronage in Paris” in Dance Research Journal Vol.44 No.1 (2012), 8. For Barney’s interest in
theatricals, see also George Wickes, “Theatricals” in The Amazon of Letters: The Life and Loves of
Natalie Barney, (London: W. H. Allen and Co., 1977), 88-99.
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praise the female love, body, beauty and art, with the participations of Colette or
Isadora Duncan among others (Fig.4.3.6, Fig.4.3.7a, 4.3.7b).

Figure 4.3.6 “Nymph alone”. Natalie Barney laying naked in forest. The photograph
demonstrates the relationship between the body and the nature and reminds that of
Perriand, laying naked on the pebbles in the beach. Yet, whereas Perriand’s photo depicts
a more natural connection to nature, Barney’s show a mis-en-scéne where nature acts as a
stage in a way. Apparently, the two women who shared the love for nature, did it in
different ways.

Source: Archives Bibliothéque Littéraire Jacques Doucet.

The open air activities resemble the modern man and woman’s new connection to
nature and health through bodily performances done in nature, and the new will to
open towards outdoors. Samuel N. Dorf talks about the activities and
performances taking place in Barney’s garden and the connection they constituted
with nature, quoting Duncan: “My idea of dancing is to leave my body free to the

sunshine, to feel my sandaled feet on the earth [...] My dance at present is to lift
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my hands to the sky.”*®® The openness of the salon towards outside, on the other
hand, can help us understand the correlation of it with the social openness of the
mind of its occupants — and this time, with the involvement of queerness -, as
argued with reference to Overy above in the opening of this chapter. Yet the fact

that it was achieved still within the boundaries of the wall surrounding the garden,

Figure 4.3.7a, 4.3.7b Some of the theatricals; left, Lady and the Page, right,

Nymph and the Shepherdess.

Source: George Wickes, George Wickes, The Amazon of Letters: The Life and Loves of
Natalie Barney (London: W. H. Allen and Co., 1977).

19 samuel N. Dorf, 10.
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isolated and protected from the outside world denotes the rejection of the
gendered codes of living by ‘getting outside the interior’ and ‘getting outside the

social norms’, only within a limit (Fig.4.3.8).

Figure 4.3.8 Barney in an hammaock in her garden, a later period.
Source: Archives Bibliothéque Littéraire Jacques Doucet

In her text, Amy Wells-Lynn analyzes how Rue Jacob salon and Barney’s garden
were used, recreated, and written in the works of not only Barney but also of
others that frequently attended, as a new center of the female Paris, a highly
feminine, Sapphic, ritual space. She argues that spaces are redefined by literature
works of its users, through meanings embodied in texts; which affect the actual
spaces in return, through roles ascribed to them in the literary milieu. Thus, the
actual space is recreated in the texts, and this recreation has its act in the new
perception of the place. She derives four common references from texts of

Barney, Hall and Barnes that are directly related to the spaces of 20, Rue Jacob, as
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the address, its Parisian context and its relation to the street; the garden; with its
fountain that does not work; and Temple 4 I’ Amiti¢ at the corner of the garden.™’
Wells-Lynn quotes from Hall’s The Well of Loneliness, for example, to show this
appropriation of the actual space in literary work:

In Paris she tries to recreate Morton as the house at 35, rue Jacob, and
there is no intrinsic reason why such a replacement should not work
for Stephen as it worked for Natalie Barney [...]**®

and Barnes’ Ladies Almanack:

wandering about the grassless sods of her Garden, leaning aver and
anon upon the sun-dial without its Hours, or bending over the
Fountain that never poured forth that gentle Spray for which it and she
were pining, or just plain walking.'*°

and Barney’s Aventures de I’Esprit:

So ends this account of these few representative women and these
adventures of the mind that had as their setting these old garden
belonging to Racine, this house, certain parts of which date back to the
Directory, and this mysterious little Temple of friendship surely built
on the eve of the Revolution.*®

197 Amy Wells-Lynn, 78-112.
%8 1bid., 102.

%9 1bid., 101.

2% Ipid., 97.
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The salon itself played a crucial role in the literary life of Paris of the time, but
apparently, the garden and the temple too, denoted something more than just the
outdoors of Barney’s house. They formed “the landscape within and against
which Barney framed both herself and the community she gathered there”?** (Fig.
4.3.9a, 4.3.9b).

Figure 4.3.93a, 4.3.9b Natalie Barney in front of the temple.

Source: Left: George Wickes, The Amazon of Letters: The Life and Loves of Natalie
Barney (London: W. H. Allen and Co., 1977). Right: [data base online]
http://www.ruevisconti.com/LaRueMysterieuse/TempleAmitie/image037.jpg. [Accessed:
25.05.2014].

201 gheila Crane, 146.
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Crane’s analysis of Barney’s own sketch of her salon, garden and temple appear
here again in understanding the symbolism she attributed this time to the temple;
which is seen as a special element both for its position in the drawing, and with
the names written near it, being the beloved and influential figures for Barney that
have long deceased. Crane argues that, the connection Barney established with her
salon as well as her garden:

[...] demonstrates the thoroughness with which Barney appropriated
existing structures to her own ends. Through the performative ritual of
the salon, Barney’s own writings, and her drawing, 20 Rue Jacob was
thus transformed over time into a deeply symbolic moral landscape.”%?

Through this sort of a symbolic attribution and a physical connection she formed
to her garden and the Temple a I’Amitié, | would suggest that a different kind of
domestication was inherent. The physicality of the outdoor landscape was
transformed into a visionary, a literary one. Eventually, this process of
transformation affected the physical existence of the space together with its users.
The new character of this visionary / real space then, appeared severely different
from the everyday practice carried out outside the gates of 20 Rue Jacob. The
outdoor space gained a dual character, one that was quite private and domestic,
articulated through the symbolic visions of its owner and appropriated through
these images with activities and usages attributed to it; and the second that is
highly public with all the attendants that change constantly, each of them
experiencing the space in a different manner, creating a communal atmosphere

that is overly distinctive from both public and private realms of the outside world.

202 gheila Crane, 159.
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CHAPTER 5

CONCLUSION

Recapturing the avant-garde vision of creating a new understanding of living that
would be achieved through the synthesis of art and the practice of everyday life, it
becomes apparent that France, and specifically Paris, set the proper stage for the
realization of this project with the free milieu it provided in the flourishing period

of the modernist movement:

Paris is a palimpsest - at once both already charged with desire,
imagination, and pre-established historical and cultural codes, yet
spacious enough for the writer/reader to inscribe her own (new)
meanings.?

With regard to this free context of Paris of the beginning of the twentieth century,
the thesis aims to offer a new point of view to the issue of the avant-garde and to
look at it from two different stances: first through a reading of the women and
their artistic relationships to the notions of the avant-garde, and second, through a
reading of the spaces that these women were engaged with — either in their design,
their appropriation or production- within which they created and realized their
works of art, and their conceptions of the ‘new’ living. In other words, the
contributions the avant-garde women artists and architects introduced to the
spaces that they inhabited have been the focal point of the investigation. In this
scope, the existence and the role of women is questioned through spatial

engagements they held in their domestic and everyday settings.

203 Amy Wells-Lynn, 109. See endnote 37.
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What one comes across is a form of appropriation of interior domestic spaces
which eventually transformed the way these spaces were connected to the exterior
— be it in the dense city scape of the capital Paris, or in the uninhabited nature -
and in turn, appropriating the way these women experienced the ‘outside’ of their
houses together with the ‘inside’. Amy Wells-Lynn refers to these appropriations

of the ‘outside’ as “geographical interpretations”?*

, where plural experiences of
the space is generated through each user; ending in concurrent existences of the
place - in this case, plural cities, for each and every writer (artist, or architect). |
might add the opposite image of nature to this remark; by commenting that, as
opposed to the pluralization of the city through challenging and recreating one’s
own life; the appropriation of the nature is the reverse since it acts as an
individualization of the uninhabited, lost or desolated ‘space’ turned into ‘place’.
Through this individualization of the nature-space into nature-place with the
introduction of a domestic interior, the transformation of the exterior is achieved.
Each recreation of interior leads to the recreation of a new way of living (by
challenging the ascribed codes of living that is practiced for that particular place)
and thus converting the experiences of its users. This ends in dissolving the
‘outside’ into layers, as in the case of the city; or combining the dissolved layers
of nature into a single identity. This re-creation is not accomplished by the mere
writing or designing of these avant-garde women, but also, by their challenges
that they brought to the role of women, the domestic interior, and the ways of

living, through a process of social production.

The most apparent challenge brought to the practices of the domestic unit is,
evidently, the breaking of the duality of private-public spheres and creating an
alternative which embodies both the private and the public in itself; where the
border between inside and outside gets blurred together with the notions of owner,

audience, guest, or host.

204 Amy Wells-Lynn, 80.
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The above mentioned challenge is traced through the three categories of domestic
spaces: the salon, the atelier, and the domestic settings set up in nature, through
four women, namely the writers Gertrude Stein and Natalie Clifford Barney, and
designers Charlotte Perriand and Sonia Delaunay. The cases of research for the
social or physical production of the aforesaid interiors comprise of the six spaces
which are coupled with their certain shared characteristics. Firstly, the queer
spaces of Barney and Stein are analyzed, where they gathered numerous avant-
garde artists, writers, intellectuals around the subjects of artistic discussions, yet
with certain similarities as well as differences in their personalities (sexual
identities, relationship styles), characters of their communal meetings as well as in
their purposes of gathering (female gatherings in Barney’s versus male dominance
in Stein’s), and spatial qualities of their spaces (dominance of heavy, antique
furniture, whereas the arrangements and functioning of the rooms showed
differences where Stein’s was more like a studio and Barney’s was a dining-
room). Secondly, Delaunay and Perriand’s atelier-apartments are examined,
which were established as domestic family spaces yet which in turn defined the
occupant women’s individual identities and the way they were connected both to
their art and their public imagery, where Delaunay shared the creative functioning
of the atelier with her husband, and achieved to integrate her artistic products and
decorative objects as well as herself with her house and atelier with a dominance
on her individualistic textile pattern experiments; Perriand with a similar fashion,
created her whole house from scratch on her own individual architectural
experiments and experiences merging the house, atelier and architectural product.
And finally, the two different natural settings of Barney and Perriand, in which
both created semi-private environments with direct relation to their art or
architectural practices, yet where Barney created it as a communal gathering space
inside the dense fabric of Paris, more like an “oasis” in an enclosed and

expectedly private area, Perriand did the opposite, as domesticating a natural
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setting, namely the mountains, through introducing her architectural structures
which offer a communal living to its occupants and thus creating another form of
“oasis” inside the isolated, infinite and overtly public nature, are taken as the
subject of investigation. What binds the four figures is the fact that they all offer
multiple identities and multiple attitudes to the avant-garde, be it with their living
or productions; yet what they actually achieved in common was the production of
avant-garde - domestic spaces that challenged both the outside and inside of the

interiors.

They become the end products of (re)creations of the spaces; which are achieved
by the very existence of women, and through the way they chose to live, even
though in certain examples, as in the salons of Stein and Barney, the interior of
the houses evidently contrasted with the modern principles of architecture in their
formal qualities, with their furniture for example. The ‘modern ways of living’
carried in these houses, were not necessarily linked to the formal aspects of the
interior architecture of these spaces. Rather, through the events that they housed,
they achieved a social status of being avant-garde spaces. Where on the contrary,
Perriand and Delaunay’s atelier’s were in parallel with modern architecture; yet
still succeeded in the integration of art, work and life, and in this way appeared as

avant-garde spaces.

The social bond between domestic interior and woman is used as the starting point
for this study in several ways. First of all, the women’s use of the domestic space
and their so-called dominance in the interior, allowed to get hold of the control of
it different than the way did men, as in the case of Delaunay and Perriand who
played with the equipment of their atelier-apartments as ‘homemakers’, whereas
their husbands, Robert Delaunay or Percy Scholefield, were busy with their own
occupations, and through this control, in the end, the women acquired their own

individual stances in their works.
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The existence of multiple actors actually is visible in all the four cases; none of
them were single in their personal or professional lives, which renders it clear that
they achieved to live and work as the way they chose, only with the existence of
others. For Stein, it was Alice B. Toklas who acted as a “wife”, a lover and a
housekeeper; for Barney, it was more of a group of women that came and went to
the salon, her several female lovers, and also her housekeeper Berthe Cleyrergue
that helped her for forty five years, and for Perriand and Delaunay, it is apparent
that their families played the role, as well as other professional connections, like
that of Le Corbusier and Pierre Jeanneret for Perriand, who in turn helped her to

experiment on her own profession.

Secondly, the opening of the home towards outside, be it socially, as in the cases
of the salons; or physically, as in Barney’s garden, or Perriand’s refuges and
chalet, also created a new form of feminine connection to private and public
realms, both changing the enclosed privacy of the interior to an open and
collective one, and reaching the publicity that otherwise they were deprived of.
Thirdly, the distinctive line between modernism and domesticity appears to be
different than that between avant-garde and domesticity, when we consider that
the avant-garde actually aimed at reaching the ‘everyday’ — which, for women,
evidently, is more apparent in the domestic space than anywhere else. Thus, the
unity of avant-garde and the domestic space necessitates inevitably the ‘real’
owner of the domestic, the woman. Regarding this, it becomes even more
apparent that the women could achieve this tie between art and everyday life as
asserted by the avant-garde, in the (domestic) environments attributed to them; by
both challenging the codes of those spaces and introducing the visions of their

avant-garde stances.
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To conclude, what these three examples of domestic environments, the salon, the
atelier and the inhabited nature, reveal are different alternatives offering different
domesticities, privacies and publicities to their users, in the modern era. Certain
keywords and dichotomies such as women, domesticity, avant-garde, work-home
division, public-private dichotomy, or queerness open up the definition of the
‘modern space’ and offer “other” solutions to its discussion. The borders appear to
have been collapsed in these examples in defining outside’s publicity attributed to
men, and inside’s domesticity to women. The four women traced other
possibilities in terms of creating space as well as creating a living, both for
themselves and other affiliated figures by getting out of the social and spatial
codes given to femininity and its spatial engagements. All of the four women
actually pursued totally different lives; they had different occupations, where
Perriand was an architect and designer, Delaunay designed her interiors
intuitively, and Stein and Barney did not bother themselves with interior design at
all. The two had queer relationships, where on the other hand, Delaunay had a
life-long marriage and the other, Perriand, a divorce. They also had quite different
houses in terms of formal aspects; the two chose to design in parallel with the
modern principles of architecture where the other two did not leave their formal
ties with the previous century. Yet, what | aim to show is that, whether or not they
were similar in terms of the way they chose to live, they brought the challenge to
the domestic interiors, to social norms of women’s place through their every-day
practices and their domestic spaces that they inhabited. Even though the spaces
were not formally modern with their formal architectural languages, they were

avant-garde in their social beings, creating “other” socially modern spaces.

| believe the relationship between art which aimed “terminating authenticity and

59205

transforming into a form of living and women in the realization of this

205 Alj Artun, “Estetik Modernizmin Modernlik Karsithg ve Manifestolar” in Sanat Manifestolari:
Avangard Sanat ve Direnig, Ali Artun ed. (Iletisim: Istanbul, 2010), 26. (my translation).
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objective that the thesis aims to reveal through a reading of these women’s actual
connections to their domestic spaces gets most apparent in the words of Sonia

Delaunay:

[B]ut I wasn’t working — | was living — and that is the difference. 2%

26 Cindy Nemser’s interview with Sonia Delaunay, published in Art Talk, (New York: Scribner’s,
1975), quoted by Clare Rendell, 38.

133



REFERENCES

Akcan, Esra. “Manfredo Tafuri’s Theory of the Architectural Avant-garde.” The
Journal of Architecture, Vol.7 No.2 (Summer 2002): 135-170.

Artun, Ali. “Manifesto, Avangard Sanat ve _Elestirel Diustince.” In Sanat
Manifestolari: Avangard Sanat ve Direnis. Iletisim: Istanbul, 2010: 11-70.

Atwood, Andrew, and Anna Neimark. “How to Domesticate a Mountain.”
Perspecta 46: Error. Edited by Joseph Clarke and Emma Bloomfield.
Cambridge: MIT Press, 2013: 47-60.

Augé, Marc. Non Places: An Introduction to an Anthropology of Supermodernity.
Translated by John Howe. London: Verso, 1995.

Baron, Stanley, and Jacques Damase. Sonia Delaunay: The Life of An Artist.
London: Thames and Hudson, 1995.

Barney, Natalie Clifford. A Perilous Advantage: The Best of Natalie Clifford
Barney. Translated and edited by Anna Livia. Vermont: New Victoria
Publishers Inc., 1992.

Barney, Natalie Clifford. Aventures de L Esprit. Paris: Emile-Paul Freres, 1929.

Barsac, Jacques. Charlotte Perriand and Photography: A Wide-Angle Eye. Paris:
Five Continents, 2001.

Beasley, Faith Evelyn. Salons, History, and the Creation of the Seventeenth-
Century France: Mastering Memory. Hampshire: Ashgate Publishing
Limited, 2006.

134



Benjamin, Walter. “Paris: Capital of the Nineteenth Century.” In Arcades Project.
Translated by Howard Eiland and Kevin McLaughlin. Cambridge: The
Belknap Press of Harvard University Press, 1999.

Benstock, Shari. Women of the Left-Bank: Paris, 1900-1940. Austin: University
of Texas Press, 1986.

Blair, Sara. “Home Truths: Gertrude Stein, 27 Rue de Fleurus, and the Place of
the Avant-Garde.” American Literary History, Vol.12 No.3, History in the
Making (Autumn, 2000): 417-437.

Buckberrough, Sherry. “Delaunay Design: Aesthetics, Immigration, and the New
Woman.” Art Journal, Vol.54 No.1, Clothing as Subject (Spring 1995): 51-
55.

Bunting-Branch, Anna. “Sappho’s Time.” 2010. [Data base online] at
http://www.annabuntingbranch.com/writing_files/Sappho.pdf.

Biirger, Peter. Theory of the Avant-garde. 1974. Reprint. Translated by Michael
Shaw. Manchester: Manchester University Press, 1984.

Calinescu, Matei. Five Faces of Modernity: Modernism Avant-garde Decadence
Kitsch Postmodernism. Durham: Duke University Press, 1987.

Chadwick, Whitney. “Living Simultaneously: Whitney Chadwick on the Artistic
Partnership of Sonia and Robert Delaunay.” Women's Art Magazine, Issue
53 (July August 1993): 4-10.

Clarisse, Catherine, Gabriel Feld, Mary McLeod and Martha Teall. “Charlotte
Perriand and the Alps: Skiing for the Masses.” In Charlotte Perriand: An
Art of Living. Edited by Mary McLeod. New York: Harry N. Abrams,
2003: 182-195.

135



Cohen, Arthur A. ed. The New Art of Color: The Writings of Robert & Sonia
Delaunay. Translated by David Shapiro, and Arthur A. Cohen. New York:
Viking Press, 1978.

Conrads, Ulrich, and Michael Bullock. Programs and Manifestoes on 20th
Century Architecture. 1964. Reprint. Cambridge: MIT Press, 1975.

Corn, Wanda M., and Tirza True Latimer. Seeing Gertrude Stein. Berkeley & Los
Angeles: University of California Press, 2011.

Crane, Sheila. “Mapping the Amazon’s salon: Symbolic landscapes and
topographies of identity in Natalie Clifford Barney’s literary salon.” In
Gender and Landscape. Edited by Lorraine Dowler, Josephine Carubia,
Bonj Szczygiel. Oxford: Routledge, 2005: 145-161.

da Costa Meyer, Esther. “Simulated Domesticities: Perriand Before Le
Corbusier.” In Charlotte Perriand: An Art of Living. Edited by Mary
McLeod. New York: Harry N. Abrams, 2003: 22-35.

de Saint-Simon, Henri. Opinions Littéraires, Philosophiques et Industrielles.
Paris: Galérie de Bossange Pere, 1825.

DelJean, Joan. “The Salons and ‘Preciosity.” In A New History of French
Literature. Edited by Denis Hollier, R. Howard Bloch. Cambridge: Harvard
University Press, 1994: 297-302.

Dorf, Samuel N. “Dancing Greek Antiquity in Private and Public: Isadora
Duncan’s Early Patronage in Paris.” Dance Research Journal Vol.44 No.1
(2012): 3-27.

Ellis, Charlotte, and Martin Meade. “Interview with Charlotte Perriand.”
Architectural Review (November 1984). [Data base online] at
http://www.architectural-review.com/archive/interview-with-charlotte-
perriand/8659677.article.

136



Essavez-Roulet, Baptiste, and William Pesson. “Le temple ‘a I’amitié’, rue Jacob
a Paris: Mythes et réalites.” In Chronique d’histoire Magonnique NO.62.
Institut d’études et de Recherches Magonniques, 2008: 5-25.

Friedman, Alice T. “Being Modern Together: Le Corbusier’s Villa Stein-de
Monzie.” In Women and the Making of the Modern House: A Social and
Architectural History. New York: Harry N. Abrams Inc. Publishers, 1998:
92-125.

Giroud, Vincent. “Picasso and Gertrude Stein.” The Metropolitan Museum of Art
Bulletin, New Series, Vol.64, No.3, Picasso and Gertrude Stein (Winter,
2007): 1-4, 6-54.

Gronberg, Tag. Designs on Modernity: Exhibiting the City in 1920s Paris.
Manchester & New York: Manchester University Press, 1998.

Gronberg, Tag. “Sonia Delaunay: Fashioning the Modern Woman.” Women: A
Cultural Review, Vol.13 No.3, (2002): 272-288.

Harth, Erica. “The Seventeenth-Century Salon: Women’s Secret Publishing.” In
Going Public: Women and Publishing in Early Modern France. Edited by
Elizabeth C. Goldsmith, Dena Goodman. New York: Cornell University,
1995: 179-193.

Heynen, Hilde. “Modernity and Domesticity: Tensions and Contradictions” In
Negotiating Domesticity: Spatial Productions of Gender in Modern
Architecture. Edited by Hilde Heynen, Giilsiim Baydar. Oxford: Routledge,
2005. 1-29.

Hobden, Fiona. “The Politics of the Sumposion.” In The Oxford Handbook of
Hellenic Studies. Edited by George Boys-Stones, Barbara Graziosi, Phiroze
Vasunia. New York: Oxford University Press, 2009: 271-280.

137



Huyssen, Andreas. “The Hidden Dialectic: Avantgarde — Technology — Mass
Culture.” In After the Great Divide: Modernism, Mass Culture,
Postmodernism. Bloomington: Indiana University Press, 1986: 3-15.

Janser, Andres, and Arthur Riiegg. “Selected Film Sequences with Commentary.”
In Hans Richter New Living Architecture.Film.Space. Lars Muller
Publishers, 2002: 38-59.

Jansson, André. Image Culture: Media, Consumption and Everyday Life in
Reflexive Modernity. Sweden: Grafikerna Livréna i Kungilv, 2001.

Latimer, Tirza True. Women Together/Women Apart: Portraits of Lesbian Paris.
Rutgers University Press, 2005.

Lefebvre, Henri. The Production of Space. Oxford: Blackwell, 1991.

Maison des Jeux Olympiques d’Hiver ed. Charlotte Perriand: Carnet de
Montagne. Under the direction of Pernette Perriand-Barsac, 2007.

McLeod, Mary. “Introduction: Charlotte Perriand’s Art de vivre.” In Charlotte
Perriand: An Art of Living. Edited by Mary McLeod. New York: Harry N.
Abrams, 2003: 10-21.

McLeod, Mary. “New Designs for Living: Domestic Equipment of Charlotte
Perriand, Le Corbusier, and Pierre Jeanneret, 1928-1929.” In Charlotte
Perriand: An Art of Living. Edited by Mary McLeod. New York: Harry N.
Abrams, 2003: 36-67.

Mellow, James R. Charmed Circle: Gertrude Stein and Company. 1976. Reprint.
New York: Henry Holt and Co., 2003.

Merrifield, “Place and Space: A Lefebvrian Reconciliation.” In Transactions of
the Institute of British Geographers. New Series, VVol.18, No.4 (1993): 516-
531.

138



Milner, John. The Studios of Paris: The Capital of Art in the Late Nineteenth
Century. New Haven & London: Yale University Press, 1988.

Murphy, Margueritte S. “‘Familiar Strangers’: The Household Words of Gertrude
Stein’s ‘Tender Buttons’.” Contemporary Literature, Vol.32 No.3 (Autumn,
1991): 383-402.

Norberg-Schulz, Christian. “The Phenomenon of Place.” In Theorizing a New
Agenda for Architecture: An Anthology of Architectural Theory 1965-1995.
Edited by Kate Nesbitt. New York: Princeton Architectural Press, 1976:
412-428.

Orenstein, Gloria Feman, and Berthe Cleyrergue. “The Salon of Natalie Clifford
Barney: An Interview with Berthe Cleyrergue.” Signs, Vol.4 No.3 (Spring
1979): 484-496.

Overy, Paul. Light, Air and Opennes: Modern Architecture Between the Wars.
London: Thames& Hudson, 2007.

Perriand, Charlotte. Charlotte Perriand: Une Vie de Creation. Paris: Odile Jacob,
1998.

Perriand, Charlotte. “The Materials of Furniture: Wood or Metal?.” The Studio,
vol.97 (1929). Re-published. Journal of Design History, Vol.3, No:2/3
(1990): 162-165.

Perry, Gill. Women Artists and the Parisian Avant-garde: Modernism and
Feminine Art, 1900 to the Late 1920s. Manchester: Manchester University
Press, 1995.

Pizer, Donald. “The Sexual Geography of Expatriate Paris.” Twentieth Century
Literature, Vol.36 No.2 (Summer 1990): 173-185.

139



Poggioli, Renato. The Theory of the Avant-Garde. 1962. Reprint. Translated by
Gerald Fitzgerald. Cambridge: Harvard University Press, 1968.

Postiglione, Gennaro, and Kristell Weiss. “Charlotte Perriand 1903-1999, 1960-61
New Construction Méribel Les Allues, Savoy.” In 100 Houses for 100
Architects. Edited by Gennaro Postiglione. KoIn: Taschen, 2008: 308-313.

Quennell, Peter, ed. Affairs of the Mind: The Salon in Europe and America from
the 18th to the 20th Century. Washington: New Republic Books, 1980.

Relphe, Edward. Place and Placelessnes. London: Pion, 1976.

Rendell, Clare. “Sonia Delaunay and the Expanding Definition of Art.” Woman’s
Art Journal, Vol.4 No.1 (Spring — Summer 1983): 35-38.

Rendell, Jane. “Introduction: Gender, Space.” In Gender Space Architecture: An
Interdisciplinary Introduction. Edited by Jane Rendell, Barbara Penner, lain
Borden. New York & London: Routledge, 2000: 101-111.

Rice, Charles. “Irrecoverable Inhabitations: Walter Benjamin and Histories of the
Interior.” In The Emergence of the Interior: Architecture, Modernity,
Domesticity. London: Routledge, 2006: 9-36.

Rodriguez, Suzanne. Wild Heart: A Life: Natalie Clifford Barney and the
Decadence of Literary Paris. New York: Harper Collins, 2003.

Riiegg, Arthur ed. Charlotte Perriand: Livre de Bord 1928-1933. Basel:
Birkhduser - Publishers for Architecture, 2004.

Simon, Linda. The Biography of Alice B. Toklas. Nebraska: University of
Nebraska Press, 1991.

140



Souhami, Diana. Gertrude and Alice. London: Tauris, 2009.

Spindler Roatcap, Adela. “Sonia Delaunay: Color Rhythm Simultaneity.” Letter
Arts Review, Vol.18 No. 4 (October 2003): 3-13.

Stein, Gertrude. The Autobiography of Alice B. Toklas. 1933. Reprint. London:
Penguin Books, 1966.

Stein, Gertrude. The Making of Americans. 1925. Reprint. Illinois: Dalkey
Archive Press, 1995.

Stimpson, Catharine R. “The Mind, the Body and Gertrude Stein.” Critical
Inquiry, Vol.3 No.3 (Spring, 1977): 489-506.

Tallentyre, S. G. The Women of the Salons and Other French Portraits. London:
Longsmans, Green and Co., 1901.

Tiersten, Lisa. “The Chic Interior and the Feminine Modern: Home Decorating as
High Art in Turn-of-the-Century Paris.” In Not At Home: The Suppression
of Domesticity in Modern Art and Architecture. Edited by Christopher Reed.
London: Thames and Hudson, 1996: 18-32.

Védrenne, Elisabeth. Charlotte Perriand. Translated by Linda Jarosiewicz.
Assouline Publishing, 2005.

Wells-Lynn, Amy. “The Intertextual, Sexually-Coded Rue Jacob: A Geocritical
Approach to Djuna Barnes, Natalie Barney, and Radclyffe Hall.” South
Central Review, Vol.22 No.3, Natalie Barney and Her Circle (Fall 2005):
78-112.

Wickes, George. Amazon of Letters: The Life and Loves of Natalie Barney. New
York: G.P. Putnam, 1976.

141



Exhibition catalogue of “Charlotte Perriand: De la Photographie au Design”
(Archives Petit Palais Musée des Beaux-arts de la Ville de Paris).

142



APPENDIX A: TURKISH SUMMARY

Yirminci ylizyil sanatsal avangardinin geleneksel sanat iiretimine karsi, kendi
varoluslarina da niifuz edecek eclestirel tutumu kadinlar tlizerine de etki etmis
olmasmna karsin, avangard gruplarin sanatin ve mimarligin 6zerkligini yikma
cabast genellikle erkegin giicii ve iiretimiyle bagdastirilmistir. Bu tez, avangard
cevreleri gbz Oniine alarak, karsit bir bakis agisiyla; sanat-mimarlik ve hayat
bagini yanlizca sanat iiretimleriyle degil, avangardin giindelik yasam mekanlariyla
da yeniden inga etme girisiminin baglamsal dinamiklerine bakmay1 hedefler. Bunu
yaparken, Gertrude Stein, Charlotte Perriand, Sonia Delaunay ve Natalie Clifford
Barney gibi kadmlarin rolii {izerinde durarak; salon, atdlye ve “doga” gibi, erken
yirminci yilizyilin Fransa’sinda avangardin kullandigi belirli kodlanmis giindelik

yasam mekanlarmi analiz etmektedir.

“Oncii kuvvet” anlamindaki askeri bir terim olan “avangard”, edebi ve sanatsal
baglamda ilk olarak ondokuzuncu yiizyilda, sosyal ve politik ¢evrelerde gerilimin
doruk noktasina ulastigi donemde Saint Simon’un kitabi1 Opinions Littéraires,
Philosophiques et Industrielles?®®” icindeki Olinde Rodrigues’in “L’Artiste, le
savant, et I’industriel: Dialogue”unda kullanilmistir. Saint Simon ve ¢evresi
tarafindan sanatin ve sanat¢min, halki daha iyi bir yasayisa yonlendirmek {izere

yeni fikirler tiretmedeki potansiyel giiciinii gostermek amaciyla kullanilmistir.

Yirminci yiizyilda bu durus, terimin ilk savunucular: tarafindan ileri stiriildiigii
gibi ‘sanatsal’ bir olumsuzlamaya doniismiistiir. Halki popiiler kiiltiir ve kiiltiir

endiistrisinin iirlinlerinden uzaklastirmak ve sanatin smirlarmi yikarak her tiirlii

207 «C’est nous, artistes, qui vous servirons d’avant-garde: la puissance des arts est en effet la plus
immédiate et la plus rapide.” Henri de Saint-Simon, Opinions Littéraires, Philosophiques et
Industrielles (Paris: Galérie de Bossange Pére, 1825), 341.
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enstitliilesme ve geleneksellesmeden uzak, varolusun tam kalbinde 6zgiir bir sanat
yaratmak icin farklilik ve yikim hedefiyle geleneksel sanat iretim yontemlerini
reddeden bir grup sanatcryr temsil etmede kullanimistir.?®® Bu  hedef,
Dadaistlerden Durumculara kadar yirminci yiizyil avangard ¢evreleri tarafindan

benimsenmis bir kavram olarak karsimiza ¢ikar.

Renato Poggioli, kitabi The Theory of the Avant-Garde’da sifirdan yaratilmus,
tamamen yeni ve 0zgiir sanat yaratimi i¢in gerekli olan bu gecmis ve gelenekten
kopusu yorumlar; bu sanat ‘bireysel sanat¢inin kutsal yaratimindan’ 51y1r111r.209
Herhangi bir ideolojik ya da sanatsal baglamdan 6zgiirlesme ve bunun yerine
giindelik ya da “kolektif’le biitiinlesme, Peter Biirger’in kitabi Theory of the
Avant-Garde’da savundugu gibi, sanati1 “amagsiz” birakir. Avangardi
modernizmden ayiran da tam olarak bu biitiinlesmedir; ve bu tezdeki alt1 farkl

durumun incelenmesinde kilit noktay1 olusturur.

Avangardin sahip oldugu boylesi bir entelektiiel ¢evrede, kadinlar da erkekler
kadar aktifti. Avangardin temel ilkesi olan geleneksel sanat iiretimine karsi tutulan
elestirel tavir — ki bu, nihayetinde avangardin varolusuna islemistir — ve her sey
icin bir anti-tarz onerme fikri kaginilmaz olarak bu miicadeleye kadmlarin da dahil
edilmesinde rol oynamistir. Kadinlar, sanat-mimarlik iiretimleriyle oldugu kadar,
yasayislariyla da toplumun varolan tabular1 arasinda kendilerine farkl bir yer ve
rol edinmislerdir. Ozgiir yasam ve sanat iiretimi i¢in meydan okuyan kadimnlar ve
bu kadinlarin avangard idealler ve yasamlar iizerine getirdikleri degisimler
tizerindeki arastrma dogal olarak dénemin goreceli olarak daha 6zgiir ortamini

olusturan ve diger metropollerden “acik sanat {iretimi ve sanata duydugu saygiyla,

28 peter Biirger, Theory of the Avant-garde, Michael Shaw trans. (Manchester: Manchester
University Press, 1984), 72.

299 Renato Poggioli, The Theory of the Avant-Garde, Gerald Fitzgerald trans. (Cambridge: Harvard
University Press, 1968), 96.
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ve cinsellige olan gizli egilimiyle ayrisan Paris’i 6n plana getirir. Paris, bu

donemde diger bir¢ok sehrin sunamadig1 ekonomik, cinsel, ahlaki dzgiirlikler ve

yaraticiliklar sunmaktadir.?**

Bu c¢aligma, 6zgiir diisiinceli avangard kadinlarin
aslinda kendi hayatlarin1 bu 6zgilir ortamda nasil tasarladiklarini gostermeyi

amaglar.

Arastirmanin zeminini domestik evin yukarida bahsi gecen ii¢ mekana olan bagi
olusturmaktadir. Salon Ornekleri kamusalin i¢ mekana katilmasiyla olusan
domestigin agilimindaki ilk asamay1 inceler; bunun yaninda, atélyede bu agilim
“iretim’ ve igin katilmiyla farklilagsmaktadir. Dogada ise, disariya fiziksel a¢ilimla
farkli bir boyut kazanir. Bu ¢izgi ayn1 zamanda tezin boliimlerinin dizilimini de
belirlemektedir. Bunu yaparken, belli avangard sanatgi, yazar ve mimar kadinlar
bu domestik mekan se¢imleri baz alinarak se¢ilmistir. Kuir ve avangard yazarlar
olan Gertrude Stein ve Natalie Clifford Barney, edebi ve sanatsal salonlarinin
dénemin avangard hayatina nasil katki yaptigin1 ve varolan sosyal buyruklara hem
sahiplerinin edebi {iretimleriyle, hem de bu mekanlarda siiregelen gilindelik
pratiklerle nasil karsi koydugunu gostermek amaciyla se¢ilmistir. Arastirma ayni
zamanda bu iki yazarm Kkuirliklerinin domestik birimlerinin mahremiyetini
kirmalar1 ve onu kamuya a¢malariyla baginin olup olmadigini da arastirmaktadir.
Bu iki kuir 6rnek, hem donemlerindeki hem de onlardan 6nce gelen donemdeki
salon bulusmalarmdan iki belirgin yoniiyle farklilasmaktadirlar. Oncelikle, bu iki
kadmn salonlarinda yapilan artistik ve edebi tartismalara yanlizca ev sahibeleri
olarak degil ayn1 zamanda sanat {ireticileri olarak katki koymuslar, dolayisiyla
yanlizca yasama alanlarii degil, liretim alanlarmi da kamuya agmis olmuslardir.

Ikinci sebep ise, her ikisinin de lezbiyenliklerini agik¢a yasiyor oluslar:

2% Donald Pizer, “The Sexual Geography of Expatriate Paris” in Twentieth Century Literature,
Vol.36 No.2 (Summer 1990), 173.

21 Amy Wells-Lynn, “The Intertextual, Sexually-Coded Rue Jacob: A Geocritical Approach to
Djuna Barnes, Natalie Barney, and Radclyffe Hall” in South Central Review, Vol.22 No.3, Natalie
Barney and Her Circle (Fall 2005), 86-87.
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dolayisiyla, mekan agilimina hem fiziksel, hem zihinsel, hem de cinsel olarak iki

farkl tarz katmis olmalaridir.

Tasarimc1 Charlotte Perriand ve ressam ve tasarimci Sonia Delaunay, atolye
mekaninin incelenmesinde, erkek c¢agdaslariyla kurduklari iligkiler, aileleriyle
yasadiklart domestik mekanlar ve is mekanlar1 - domestik mekanlar1 arasinda
kurduklar1 denge (ya da baskinlik) agisindan 6rnek olarak segilmislerdir. Perriand
ve Le Corbusier — Pierre Jeanneret’nin ofisi, ve Delaunay ve kendisi de bir ressam
olan esi Robert Delaunay arasindaki iliskiler bu kadinlarin atolye-apartmanlarinda
biitlinlestirdikleri ‘is> ve ‘aile’ gibi kavramlarla kurduklar1 baglar1 arastirmada
yardime1 olmustur. Bu iki kadin1 ¢agdas diger kadin sanatgilardan ayiran, her
ikisinin de ‘zanaat’ ve ‘giizel sanatlar’, ya da ‘dekorasyon’ ve ‘mimarlik’
arasindaki farkliliklarin {istesinden, iiretimi varoluslarinin ve yasayislariin bizzat
icine alarak gelmis olmalaridir. Geleneksel aile yapisina sahip olan bu iki kadin,
atdlye mekanini yanlizca eve degil ayn1 zamanda iiretilen sanat ve mimari
irlinlere de entegre etmislerdir, ve bu sayede aile, atdlye ve iiretim arasinda
kacmilmaz bir bag olusturmuslardir. Her ikisi de bu biitiinlesmeyi farkli alanlarda

yapmis olsalar da yarattiklar1 entegrasyon, calisma alanlarmi da yakinsamistir.

Iki farkli baglamsal ¢er¢evede kadmlarm kurdugu hayat-sanat, hayat-doga ve
evsellik-agik mekan baglarini 6rneklendirmek igin ise Natalie Clifford Barney ve
Charlotte Perriand’in dogaya kars1 duyduklar1 derin baglar g6z Oniine alinarak,
yogun kentsel bdlgede izole edilmis bir dogal ¢evre, Barney’nin Paris sehir
merkezindeki bahgesi ve 1ss1z ve dokunulmamis dogal alan, Perriand’in daglarda
yarattig1r barmaklar olmak tiizere iki farkli karakterdeki dogal yer seg¢ilmistir.
Dogaya karsi duyduklar1 belirgin bag, bu iki kadinmn sanatsal ve mimari
iretimlerinde kendini gostermis ve evin sinirlart disma ¢ikmanin kadin igin
baslica bir miicadele oldugu bu donemde evin bir uzantist olan dogal mekan (ya

da doganin bir uzantis1 olan ev) ve sanatsal/mimari iiretim arasinda kurduklari
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baglar agisindan onlar1 digerlerinden aymrmustir. Bu Orneklerde, dis mekan

yanlizca ‘yasanabilir’ degil, ayn1 zamanda yeniden tiretilebilir hale gelmistir.

‘Sosyal {iretim’ avangard kadinlarin ¢ogunlukla mahrem ve domestik bir takim
giindelik mekanlar1 nasil ¢gekim merkezlerine doniistiirdiigii ve avangardin ‘sanatla
beraber bir hayat’ hedefini goz onilinde tutarak bu mekanlar1 kendi iiretimleri ig¢in
oldugu kadar digerlerinin sanatsal ve mimari iiretimleri ve performanslari i¢cin de
nasil birer arenaya doniistiirdiigiine isaret etmesi acisindan kullanilmaktadir.
Bunun yanisira, avangard gruplar tarafindan kullanilan bu mekanlar, her zaman bu
kadinlar tarafindan tasarlanmamis, ancak onlar tarafindan sahiplenilmis, ya da
Ozellestirilmiglerdir. Dolayisiyla, kadin ve mekan arasindaki iligkiyi gosterir
fillerden bazilar1 (sosyal ya da fiziksel olarak) ‘lretmek’, ‘tasarlamak’, ve

‘sahiplenmek’tir.

Bu ‘iiretim’in arastirilmasinda onemli noktalardan biri, avangard kadinlarin
yasami ve savunduklari sanati erkeklerden ne sekilde farkli olarak
tasarladiklaridir. Evsellik ve domestik mekan kavramlari arastirmanin belirli
noktalarmi1 olusturmaktadir. Kadinlarm hem kendilerini hem de sanatlarini
evleriyle ve disariyla iliskilendirme bigimleri erkeklerden agik ve net bir sekilde
farklilasmaktadir. Ev, feminenlik, kamusallilk ve mahremiyet gibi konularin
kodlanmis anlamlarin1 zorlayarak domestik ve giindelik c¢evreye yapilan

miidahaleler tezin farkli boliimlerinde incelenmistir.

Tezin ana hedefi ¢ok¢a gdz ardi edilmis olan avangard cevrelerdeki kadinlarin
sahiplendikleri mekanlarla topluma ve hayata getirdikleri degisimlere 151k
tutmaktir. Tezin ana sorulari, avangard kadnlarin tiretimleri, giindelik yasamlar1
ve sanatsal liretimlerini de gerceklestirdikleri (ve yasam sanati ve iiretme sanati
arasindaki ¢izgiyi de bulaniklastiran) domestik cevreleri arasinda kurulan ti¢lii

iligki iizerine odaklanmaktadir. Bu avangard kadmlarin giindelik hayatlar1 ve
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sanatsal tretimleri; giindelik yasamlar1 ve domestik mekanlari; ve domestik
mekanlar1 ve sanatsal iiretimleri arasinda kurduklari iligkiler nasildi sorularini
cevaplamay1 hedefler. ‘Ev kadint’ ve ‘calisan kadin’, ‘kadin’ ve ‘kamusal’ ya da
‘domestik’ ve ‘avangard’ arasindaki problematik iligkiler de arastirmanin 6nemli
noktalarini olusturmaktadir. Bu ¢alismanin savi, avangardin savundugu sanat ve
giindelik yasam arasindaki bagin, kadinlar tarafindan onlara atfedilmis “domestik™
mekanlarda, hem bu mekanlarin kodlarina meydan okuyarak, hem de avangard

bakis acilarini katarak olusturulabildigidir.

Arastrma konusu mekanlarin bu ikili iliskiler ag¢isindan roliinii incelemede
‘domestik mekan’ kavraminin arastirilmasi kac¢milmazdir. ‘Evsellik’ ya da
‘domestisite’ terimi, endiistriyel kapitalizm ve modern donemin dogusuyla
beraber gelen isyeri ve ev ayrimimin kaginilmaz bir sonucu olarak dogmustur. Bu
ayrim sonucu, birey gercek hayatla yanlizca is ortaminda yiizlesirken evinde

“hayali” bir gerceklikle yiizyiizedir.**?

Bu “hayali” mekanin {iretimi ise belirgin bir bicimde mekanin esas sahibine, yani
kadina bahsedilmistir; ki bu durum, ayni zamanda onu kamusal alandan da
mahrum birakmaktadir, ¢linkii domestik yasam alani, kadin i¢in ayrilmis tek
arenadir. Fakat bu kamusal/mahrem ayriligiyla beraber kadinin bu varolusa, belirli
mekansal yasam kodlarin1 yikarak uyguladigi bir takim miidahalelerle de
karsilasiriz. Arastirma icin sec¢ilen ornekler de domestik i¢ mekanin kuralli bir
takim imajlarma ve fonksiyonlarina yapilan benzer miidahaleleri kapsamaktadir.
Secilen sanatsal iiretim mekanlar1 esas olarak evin ‘i¢ mekan’ olma durumunu

bozarak igerinin ‘dig diinyaya’ agilma bigimlerine odaklanan domestik birimlerdir.

22 Walter Benjamin, “Paris: Capital of the Nineteenth Century”, Arcades Project, Howard Eiland
and Kevin McLaughlin trans. (Cambridge: The Belknap Press of Harvard University Press, 1999).
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Bu analizlerden yola ¢ikarak, tez avangardin temel hedeflerini (sanati giindelik
hayatla birlestirme girisimi, kollektif sanat {iretimi, kamuya acilma ve liretim
slirecine odaklanma) iiretim siireglerine ev sahipligi yapan mekanlar {izerinden ii¢
ana baslikta inceler. Ilki olan salon, kollektif sanat iiretimini (resim ya da yaz)
vurgular ve onu bireyselden ayrigtirarak sanat objesini hayran olunandan
paylagilana donistiiriir, ve yaraticinin tek ve kalan herkesin seyirci oldugu bir
tiretim olmaktan ¢ikarir. Bu yonleriyle, salonun duvarlari igerisine kapali olan
‘domestige’, ‘kamusal’ ve ‘komiinal’ ile miidahale eder. Ikincisi, tiretim siirecini
yasam bicimine entegre eden ve ‘domestige’ ‘iiretim’ ve ‘i’ ile miidahalede
bulunan atélyedir. Sonuncusu, ‘doga’, iiretim odagini i¢ mekandan disariya
cikararak modernizmin (hem fiziksel hem zihinsel olarak) disariya agilma

kaygisini takip eder, ve ‘domestige’ ‘dis diinyaya acilarak’ miidahalede bulunur.

Orneklemek i¢in secilen kadinlar bu {ic mekan goz dniine alinarak ayristirilmustir.
[Ik boliimde Paris’e Amerika’dan go¢miis avangard kuir kadm yazarlar olan
Gertrude Stein ve Natalie Clifford Barney, donemin hem kadin hem erkek
avangard sanatgi, yazar, fotograf¢i ve filozoflarim1 birlestirdikleri salonlariyla
onemli figiirler olarak karsimiza ¢ikar. Moda ve i¢c mekan tasarimcisi ve ressam
Sonia Delaunay ve i¢ mekan ve endiistri iirlinleri tasarimcis1 Charlotte Perriand
Paris baglamindaki atdlye-apartmanlarin incelenmesi i¢in se¢ilmis kadmnlardir. Bu
atolyelerde gergeklestirilen iiretimler ve bunlarin kadinlarin hayatlar1 ve yasam
alanlar1 tizerine dogrudan ya da dolayli olarak yaptig1 etkilesimler arastirmanin
temelini olusturur. Son bolim kadmlarm evleri aracihigiyla dogaya kurduklari
bagi arastirmaktadir. Perriand’m tasarladigi gecici barmak striiktiirleri Refuge
Tonneau, Refuge Bivouac ve Méribel’deki evi incelenmistir. Bu projeler lizerinde
varolan literatiir Perriand’in doga ve dag sevgisini mimarlik yoluyla nasil
gerceklestirdigine 151k tutmustur. Diger Ornek, Barney’nin bahgesi, Rue
Jacob’daki salonun atmosferini bu kez bahgesi ve bahgedeki kiiciik tapmak

Temple a I’Amitié’yle olan bag: lizerinden anlamak icin analiz edilmistir. Bu
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mekanda gerceklestirilen bir takim ritiieller ve toplagsmalar ve Barney’nin

kendisinin ve ¢evresinin edebi eserleri de arastirmaya katki koymustur.

Bu dort kadinim kendilerini ‘feminist’ olarak nitelendirmiyor olmalar1 ve hatta bir
kismmin terime karsi antipati duyuyor olusu avangard yasam tutumlartyla ilgili
bir ¢ok noktay1 agiga ¢ikarmaktadir. Bu kadinlar, i¢gilidiisel olarak yasamlarini
‘yasayarak’ tasarlamay1 se¢mis ve dolayisiyla herhangi bir kodu ya da etiketi
reddetmislerdir. Dort kadin da “6teki cins”ten olmanin algisal sinirlarmi sdylemler
ya da etiketler vasitasiyla degil yasamlarini kendi istedikleri sekilde yasayarak
kirmiglardir. Avangard yasamlarini siirdiirdiikleri bicim hali hazirda erkek egemen
toplumun sinirlartyla ters diismektedir; nitekim kendi kadmsal idealleri bu
smirlarin ¢ok Tstiindedir. Bu sinirlara yaptiklar1 miidahale; reddederek degil
basit¢e, yasamlarini normal sekliyle stirdiirerek olmustur; ki bu tutum da son

derece avangard olarak kabul edilebilir.

Sonug olarak, bu caligma, belli kadinlarmm avangard tiretimde hem sanatsal ve
mimari isleriyle, hem de bizzat varoluslariyla ve domestik ‘avangard giindelik
mekanlar’’ kullanimlariyla nasil aktif olduklarini gosterir. Bahsi gegen konular
bireysel olarak (avangard kadmlar 6zelinde, ya da iiretimleri 6zelinde) son
zamanlarda arastirma konular1 olarak islenmistir; ancak bu tezin amaci modern
sanat ve mimarlik tarihi yazimmda 6nemli bir yeri olan (ve ¢okca da gdzardi
edilen) bu kadmlarin, giindelik yasamlar1 ve sanatsal tretim ve domestik

mekanlar1 arasindaki tiglii 1ligkiyi gostermektir.

I¢ mekanm sahiplenilmesi ya da 6zellestirilmesi eninde sonunda igerinin disar1yla
kurdugu iliskiyi de doniistiiriir (ister Paris’in kalabalik kent merkezinde, ister el
degmemis dogada); ve dolayisiyla kadmin ‘igeriyle’ beraber ‘disartyr” da

deneyimleme bi¢imini degistirir. Amy Wells-Lynn ‘disarmin’ bu sahiplenme /
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6zellestirmesi durumunu “cografik yorumlamalar” olarak adlandirir.?** Bu, her bir
kullaniciyla beraber mekanin ¢gogul deneyimlemelerinin olusturulmasina yol acar,
ve sonugta yerin eszamanli varoluslarini ortaya ¢ikarir — bu durumda, her yazar
(sanat¢1 ya da mimar) i¢in ¢ogul kentler olusmaktadir. Buna doganimn yarattig1 zit
imaj1 da ekleyebiliriz: bireyin kendi hayatini1 yaratimiyla ortaya ¢ikan ¢cogul kentin
aksine, doganin sahiplenilmesi 1ssiz ve el degmemis, kaylp ‘mekanin’ ‘yere’
doniigmesi, kisisellestirilmesi anlamina gelir. Domestik mekanin varilgiyla dogal
‘mekan1’ dogal ‘yere’ doniistiiren bu kisisellestirmeyle beraber disarmin da
doniisiimii saglanmaktadir. I¢ mekanin her yaratim (belirli bir mekan igin pratik
edilen yasam kodlarina miidahale ederek) yeni bir yasam bi¢imi yaratimina yol
acar ve dolayisiyla kullanicisinin deneyimlerini doniistiiriir. Bu, kent 6rneginde
oldugu gibi, ‘disarmin’ katmanlara dagilmasia ya da dogada oldugu gibi, farkl
katmanlarin tek bir kimlige biirlinmesine yol acar. Bu yeniden yaratim, avangard
kadinlarin yanlizca yazmasi ya da tasarlamasiyla degil, ayn1 zamanda kadin
roliine, domestik i¢ mekana, ve yasam bigimlerine sosyal iiretim siireciyle

getirdikleri degisiklerle miimkiin olmustur.

Domestik birime yapilan en belirgin miidahale kuskusuz mahremiyet-kamusallik
ikililiginin yikimi ve hem mahrem hem de kamusali barindiran bir alternatifin
yaratimidir. Bu yeni yaratida igeri ve disarinin sinirlari sahip, izleyici, misafir ya
da ev sahibi kavramlariyla beraber belirsizlesir. Bu arastirmadaki dort figiirii
baglayan da her birinin iiretimleri ya da yasantilariyla avangarda bakista ¢cogul
kimlikler ve c¢ogul tutumlar sergilemesine ragmen yarattiklari avangard —
domestik mekanlarla hem disartyt hem de iceriyi doniistiirmeyi basarmis

olmalaridur.

Bu mekanlar kadinlarin varligi ve yasam bicimleriyle donlismiis ve yeniden

yaratilmig olur. Bunun yaninda Stein ve Barney’nin salonlarinda oldugu gibi bazi

213 Amy Wells-Lynn, 80.
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orneklerde evlerin i¢ mekanlari, 6rnegin mobilyalari, modern mimarinin bi¢imsel
ozellikleriyle acik bicimde uyusmazlik gostermektedir. Bu evlerde siirdiiriilen
‘modern yasama bigimleri’ i¢ mekanin bigimsel 6zellikleriyle direkt iliski halinde
olmamig, bunun yerine ev sahipligi yapilan etkinliklerle bu evleri avangard
mekanlar yapan sosyal statii elde edilmistir. Buna karsin, Perriand ve Delaunay’in
atolyeleri tam da modern mimariyle paralel bir tasarim anlayisina sahiptir; ancak
yine de basardiklar1 sanat — ig — hayat entegrasyonu yoniinden sosyal avangard

mekanlar olarak karsimiza ¢ikarlar.

Orneklenen dort kadmin hayatinda da ¢ogul aktérlerin varhg: goriilmektedir; bu
kadinlardan higbiri kisisel ya da profesyonel hayatlarinda tek baslarina
olmamiglardir — ki bu da kendi sectikleri yonde ¢alisma ve yasama bi¢imlerinin
yanlizca bagkalarinin varligi altinda gergeklesebilmis oldugunu gosterir. Stein i¢in
“es”, asik ve ev hanimi Alice B. Toklas olmustur, Barney i¢in, bu karakter
cogullagsmig ve salona gelip giden bir grup kadin asigina doniigmiistiir, bunlarin
disinda kirk bes yillik ev hizmetlisi Berthe Cleyrergue de anilabilir. Perriand ve
Delaunay iginse bu rolii profesyonel baglantilarinin (6rnegin Perriand i¢cin Le

Corbusier ve Pierre Jeanneret) yani sira ailelerinin oynadigi sdylenebilir.

Ikinci olarak, evin disar1 acilimi (salon 6rneklerinde oldugu gibi sosyal olarak, ya
da Barney’nin bahgesi ve Perriand’in barmaklarinda oldugu gibi fiziksel olarak)
ayni zamanda mahrem ve kamusal gercekliklerle kadin arasinda yeni feminen bir
bag olusturmustur; bu hem i¢ mekanin kapali mahremiyetini agik ve kollektif bir
yasantiya ¢evirmis hem de kadinmm mahrum birakildigi kamusala ulagmasini
saglamustir. Ugiincii olarak ele alinmasi gereken, avangard ve evsellik arasmdaki
bagin modern ve evsellik arasindaki bagdan farkli oldugu gercegidir. Avangard
esas olarak ‘giindelik’ olana ulasmay1 amaglar — ki bu da kadm i¢in kuskusuz
domestik mekanda herhangi bir mekanda oldugundan ¢ok daha belirgindir.

Dolayisiyla avangard ve domestik mekan birlikteligi kagmilmaz olarak bu
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mekanin ‘gercek’ sahibi olan kadmin varligmi da gerektirir. Bu agidan
bakildiginda, avangardin savundugu sanat-giindelik hayat birlikteliginin kadin
tarafindan kendilerine atfedilmis olan (domestik) mekanlarda gerceklesmesi
kolayca anlasilabilir. Kadinlar bu mekanlarin kodlarmi, avangard bakis agilarini

katarak doniistiirmiislerdir.

Sonug olarak salon, atélye ve doga olmak iizere bu ii¢ farkli domestik mekanin,
kullanicilarina farkli evsellikler, mahremiyetler ve kamusalliklar sunmada farkl
alternatifleri olusturdugu gorilmektedir. Kadin, evsellik, avangard, is-ev ayrimi,
mahrem-kamusal ikililigi ya da kuirlik gibi anahtar sozciikler ‘modern mekan’
tanimini acarak tartismaya ‘farkli’’ sonuglar sunmaya yardimci olmaktadir. Erkege
atfedilmis disarmin kamusalliginin ve kadmna atfedilmis igerinin evselliginin
smirlarmin bu Orneklerde belirsizlestigi izlenmektedir. Arastrma konusu dort
kadinin, mekan iiretiminde oldugu kadar hem kendileri hem de ¢evreleri i¢in yeni
yasamlar yaratiminda da, kadina ait varolan sosyal ve mekansal kodlarm disina
cikarak farkli segenekler ve olasiliklari izledikleri gériillmektedir. Dort kadin da
esasen bambagka hayatlar yasamis, farkli mesleklerde ilerlemislerdir: Perriand bir
mimar ve tasarimciyken, Delaunay mekanlarini 6ngoriiyle olarak tasarlamis, Stein
ve Barney ise kendilerini i¢ mekan tasarimiyla mesgul etmemislerdir. Ayni
zamanda bi¢imesl anlamda da farkli evlere sahip olmuslardir; ikisi modern mimari
prensiplerine paralel tasarimlar yapmuslar, diger ikisi ise bir onceki yiizyilla olan
bicimsel baglarin1 koparmamislardir. Tiim bunlar g6z Oniline alindiginda, tezin
esas olarak ortaya ¢ikarmayi1 hedefledigi nokta, bu dort kadmin yasam tarzlari ne
olursa olsun yanlizca giindelik pratikleri ve sahip olduklar1 ya da sosyal / bigimsel
olarak yeniden yarattiklar1, doniistiirdiikleri evleriyle domestik mekan tanimma ve
kadinin yeri hakkindaki sosyal kurallara getirdikleri degisimlerin gozardi
edilemeyecegidir. Mekanlar, bi¢cimsel dilleriyle modern mimariyi izlemiyor
olsalar dahi, sosyal yapilar1 geregi avangarddirlar; yani “Gteki” sosyal modern

mekanlar1 olusturmaktadirlar.
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TEZIN TURU : Yiiksek Lisans - Doktora
1. Tezimin tamamindan kaynak gosterilmek sartiyla fotokopi -
almnabilir.

2. Tezimin i¢indekiler sayfasi, 6zet, indeks sayfalarindan
ve/veya bir boliimiinden kaynak gosterilmek sartiyla fotokopi
alinabilir.

3. Tezimden bir bir (1) yil siireyle fotokopi alinamaz.
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