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ABSTRACT

DOMESTICATION OF MEDIA:
A SPATIAL INQUIRY INTO MODERN TURKISH CONTEXT

TUKENMEZ, Basak
M.A., The Department of History of Architecture
Supervisor: Assoc. Prof. Dr. Lale OZGENEL

October 2021, 368 pages

The thesis surveys the domestication of media in the modern Turkish context since the
20th century, with a particular focus on the design, representation, and production of
domestic space in architectural practice. The house and media relationship that has
been structured in conjunction with industrialization and economy, consumption and
culture, and public and private since the 19th century, has evolved into a more direct
one with the introduction of electronic media, particularly radio, television, and
personal computer, from the 20th century onwards. Since then, as in other contexts,
media has been domesticated, in other words, it was socially and culturally
appropriated in parallel to modernization and domestic modernization processes in the
Turkish context. The changes in the domestic sphere and its relationship with
consumption and media correspond to the shifts in modernization and domestic
modernization in the late 19th century, early 20th century, mid-20th century, and post-
1980s. In this historical context, the periodically popular iconic consumption markers
such as piano, fireplace, and American bar as well as electronic house media became
the spatial tokens of the changing perceptions of domestic modernity. Unlike the iconic
consumption markers, electronic media as symbolic conspicuous objects and

transmitters of public messages had a transformative impact on house and private
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sphere. Thus, the thesis aims to illuminate the domestication processes of radio,
television, and personal computer and their spatial manifestation in comparison to the
iconic consumption markers by examining selected cases through the lens of
architectural practice and representation in four critical periods.

Keywords: House and media, domestication of media, modern Turkish context,

electronic media, iconic consumption markers
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MEDYANIN EVSELLESTIRILMESI:
MODERN TURKIYE BAGLAMINDA MEKANSAL BiR SORGULAMA

TUKENMEZ, Basak
Yiiksek Lisans, Mimarlik Tarihi Bolimii

Tez Yoneticisi: Assoc. Prof. Dr. Lale OZGENEL

Ekim 2021, 368 sayfa

Tez, 20. yilizyildan bu yana modern Tiirkiye baglaminda medyanin evsellestirilmesini,
ozellikle mimari pratik baglaminda evsel mekénin tasarimi, temsili ve iiretimine
odaklanarak inceliyor. 19. yiizyildan itibaren sanayilesme ve ekonomi, tiiketim ve
kiiltiir, kamusal alan ve 6zel alan ile baglantili olarak kurgulanan ev ve medya iliskisi,
20. yiizyildan itibaren basta radyo, televizyon ve kisisel bilgisayar olmak {izere
elektronik medyanin/medyalarin ortaya ¢ikmasiyla, birbiriyle daha dogrudan iligkili
bir duruma doniismiistiir. Medya, diger baglamlarda oldugu gibi evsellestirilmis; bir
baska deyisle, modernlesme ve evsel modernlesme siireclerinin paralelinde toplumsal
ve kiiltiirel olarak Tiirkiye baglami tarafindan da benimsenmis ve uyarlanmistir. Evsel
alan ve ev, tilketim ve medya arasindaki iliskide gozlenen degisimler, sirasiyla geg 19.
ylzyil, erken 20. yiizyil, yiizyil ortasi ve 1980 sonrast modernlesme ve evsel
modernlesmedeki degisimlere tekabiil eder. Bu tarihsel baglam c¢ercevesinde,
elektronik ev medyasinin yani sira piyano, somine ve Amerikan bar gibi donemsel
olarak popiiler olan ikonik tiiketim gostergeleri, evsel moderniteye dair degisen
algilarin mekansal simgeleri haline gelmistir. Ikonik tiiketim gdstergelerinden farkli
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olarak hem gosterisci tiiketim nesnesi hem de aktarici nitelige sahip elektronik medya,
ev ve 0zel alanda doniistiiriicii bir etkiye sahiptir. Bu anlamda tez, dort kritik donemde
evsel mimari vakalar1 inceleyerek radyo, televizyon ve Kkisisel bilgisayarlarin
evsellestirme siiregcleri ve bu siireglerin  ikonik tiikketim  gostergeleriyle
karsilagtirildiginda mekansal tezahiirlerini aydinlatmay1 amaglar.

Anahtar Kelimeler: Ev ve medya, medyanin evsellestirilmesi, modern Tiirkiye

baglami, elektronik medya, ikonik tiiketim gdstergeleri
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To a world where everyone feels at home,
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CHAPTER 1

INTRODUCTION

Domesticity, and house as its spatial environment are ever-changing discursive
phenomena, discussed as such, especially in the modern era. Ideals and realities
regarding the formation and definition of domestic sphere are formed and subjected to
change and challenge within a complex network of relations amongst such agents as
economy, technology, culture, communication, information, consumption, public, and
private. The domestic sphere acts similar to a laboratory in which all these factors are
echoed and, more importantly, mediated. Amongst them, media and mass
communication that lie at the center of industrial production and culture and emerged
as concepts in conjunction with mass culture have drastic influences on the
materialization of house and domestic sphere. In this regard, a current evaluation of
the development and materialization of the concept and physicality of the house, must

take the media-involved and media-based changes and transformations into account.

At the core of industrialization lies the progresses in technology and production, and
growth in consumption, hence a shift in the perception and characterization of material
basis. This shift underpins the domestic sphere’s association with media. The changes
and transformations in the economic, social, and cultural contexts in the West in the
19" century, thus, are regarded as the first turning point in the complex yet
transformative and somehow reciprocal relationship between house and media. As the
industry, capitalist economy, and consumer culture started to flourish in this era, media
— printed media in particular for the 19" century — has become instrumental as both

the mediator and the product in the everyday production and consumption cycle.!

! Jean Baudrillard, The Consumer Society, Myths & Structures (London: SAGE, 1998), 57.
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While media’s prominence increased with industrialization, its relationship with house
and home became established through consumption and fueled by advertisements,
books, magazines, newspapers and similar printed media that propagated and even
dictated modes of consumption and living suitable to the new industrial culture.> The
media-house relationship instituted in the 19" century evolved into a more direct and
instrumental nature with the introduction of electronic media into the private sphere in
the 20" century. Radio and television as both consumer objects and transmitters of
public oriented messages have mediated not only the material and immaterial domestic
consumption but also the connection between public and private spheres.’* As
consumer objects radio and especially television have played a seminal role in the
organization and use of domestic space. Serving as transmitters of public interaction,
they have transcended the physical limits of distance and space by facilitating the
communicational access to the domestic sphere.* Another seminal shift in mass media
and communication came by the miniaturization and digitalization in the media
technologies that led to the development of personal computers (PC) and mobile media
towards the end of the 20" century. The social and domestic adoption of this new
media became immensely widespread, despite the fact that contextual factors such as
nation-states, geography, economy, society, and culture continued to be the main
constitutive of the relationship between house and media; PC and mobile media
redefined the operation of everyday and increased the interactions between local and
global, public and private, and work and leisure in an unprecedented scope. However,
while the media technologies turned out to be globally influential, the ‘domestication’

process of media, to a large extent, occurred as context and case specific. Contextual

2 Dale Southerton, Encyclopedia of Consumer Culture (Thousand Oaks: SAGE Publications, Inc.,
2011), 1534,
http://search.ebscohost.com/login.aspx?direct=true& AuthType=ip&db=nlebk & AN=474266&site=eds
-live.

3 Jean Baudrillard, For a Critique of the Political Economy of the Sign, trans. by Charles Levin (USA:
Telos Press, 1981), 169-171.

4 Cecelia Tichi, Electronic Hearth: Creating an American Television Culture (Oxford University Press,
1991), 16-19.



and circumstantial agents and limitations functioned as determinants in media

domestication and thus must be addressed to create a framework for the issue.

Media became influential on architects’ and consumers’ tastes and tendencies in the
design, furnishing, and use of domestic space as well. Indeed, the domestication of
media manifests foremost in the architectural design of house, how architects
internalized this phenomenon as a design parameter in their projects. Architectural
representations or representations of space’, in this respect, can be utilized as potential
sources to illustrate in which ways, forms, processes and capacities the domestication

of media has occurred.

The term ‘domestication’ is introduced by Roger Silverstone, David Morley, Leslie
Haddon, and Eric Hirsch in the 1990s within the framework of media studies to signify
the active role of households in “appropriation” or “objectification” of “products and
meanings” introduced through media and technology. According to domestication
theory, households have the ability not only to adopt or reject media but also

“incorporate” or “convert” the products received.® The theory emphasizes the

5 The concept of “conceived space” introduced by Henri Lefebvre can be instrumental in clarifying what
is meant by architectural representations or “representations of space”. According to Lefebvre, “the
production of space” is a social and dialectical process encompassing three dimensions: perceived
space, conceived space, and lived space. “Perceived space” or “spatial practice” in spatial terms
signifies “the practical basis of the perception of the outside world”. It includes the social formation of
space as a “material network” of physical acts and objects perceived through spatial practices and
senses. “Conceived space” or “representations of space” in spatial terms is “conceptualized space” or
“the space of scientists, planners, urbanists, technocratic subdividers and social engineers, as of a certain
type of artist with a scientific bent - all of whom identify what is lived and what is perceived with what
is conceived”. In other words, it stands for the mental production of space expressed through the
representations. The third dimension is “lived space” or “representational spaces” in which signs,
images, and symbols are imposed on physical space and lived by the users. The space is created as a
lived realm of experiences, establishing representations or imagination. Even though these three equally
important dimensions of the production of space theorized by Lefebvre are integrated into the
discussion, the thesis’ primary focus is the “conceived space” to explore the conceptual and mental
resonances of the house and media relationship from the architect’s perspective and representations of
space. Henri Lefebvre, The Production of Space, trans. by Donald Nicholson Smith (Oxford and
Cambridge: Blackwell, 1991), 48-50. Silke Kapp and Ana Paula Baltazar, “Out of Conceived Space:
For Another History of Architecture” (paper presented at Spaces of History / Histories of Space:
Emerging Approaches to the Study of the Built Environment Conference, University of California,
Berkeley, Berkeley, CA, April 30-May 1, 2010, https://escholarship.org/uc/item/30d070b0.

¢ Thomas Berker, Maren Hartmann, Yves Punie, and Katie Ward, ¢’ Introduction’’, in Domestication of
Media and Technology, ed. Thomas Berker, Maren Hartmann, Yves Punie and Katie J. Ward (England:
Open University Press, 2006), 4-5. Roger Silverstone, Eric Hirsch and David Morley, “Information and
communication technologies and the moral economy of the household’’, in Consuming Technologies,
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reciprocity of house and media rather than perceiving media as the key determinant.
Architectural productions, on the other hand, responded differently to the exchange
between the concepts of media and house. Such pioneering works in architectural
history and theory, as “The Media House” by Beatriz Colomina’, “The Un-Private
House” by Terence Riley®, and “Broadcasting Buildings” by Shundana Yusaf®,
defined and argued the reciprocity between house and media as “the house in media”
and “media in house”. That is to say, the interrelation has been based upon the
representation of private sphere in media on the one hand and the integration of media
into house on the other. In this respect, the domestication theory found diverse
resonances in architectural debate and hence is a potential theme to explore

contextually.

The term domestication, in this respect, is used in this thesis to elaborate the processes
that defined the media and house relationship and to highlight the role of the societal
and cultural appropriation of media in the context of modern Turkey. The history of
media-house relationship, on the other hand, cannot be traced independent from the
history and perception of domestic modernity!® in the Turkish context. As in other
contexts, the changes in the perception of domestic modernity correspond to the
changes in domestic sphere and, consequently, its relationship with consumption and
media. The first step towards industrialization and modernization came in the 19®

century Ottoman context, in parallel to and in close relationship with Europe, and

Media and Information in Domestic Spaces, ed. Roger Silverstone and Eric Hirsch (London, New York:
Routledge, 2005), 13-28.

7 Beatriz Colomina, “The Media House”, Assemblage, no. 27, (August 1995): 55-66,
http://www jstor.org/stable/3171430.

8 Terence Riley, “The Un-Private House’’, in The Un-Private House, Exhibition Catalogue (New Y ork:
Museum of Modern Art, 1999).

® Shundana Yusaf, Broadcasting Buildings: Architecture on Wireless, 1927-1945 (Cambridge,
Massachusetts and London: The MIT Press, 2014), 35-43.

10 “Domestic modernity” is a term that expresses the process and experience of modernity in the private
sphere. Mica Nava and Alan O’Shea, “Modernity’s Disavowal: Women, the City and the Department
Store”, in Modern Times: Reflections on a Century of English Modernity, ed. by Pasi Falk and Colin
Campbell (London: Routledge, 1996), 38-76. Judy Giles, The Parlour and the Suburb: Domestic
Identities, Class, Femininity and Modernity (Oxford, UK: Berg, 2004), 6.
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resulted in a series of progresses, in several spheres such as education, economy,
politics, and art. The progressive spirit manifested also in the everyday, in particular,
in the changing consumer habits, lifestyles, and tastes in the elaboration of domestic
sphere.!! The first correlation was established between modernity and modern
household in this period, and through the Ottoman wealthy and elite.!? A similar
correlation came to forefront in the Republican era, at the beginning of the 20" century,
which was also in line with the national goal of industrial and modern progress. The
third wave of modernization and change in domestic sphere in the Turkish context
occurred in the postwar era, which is often defined as the Americanization of lifestyle
and private space. The period between the 1950s and 1980s saw the consumption of
house and household incline towards American modernity.!> And finally, in the
confluence of neoliberalism, globalization, postmodern culture, and media, the
ubiquitous mass culture entered the house and restructured the understanding of
private sphere and operation of domestic modernity entirely in the post-1980 period.!'
In this historical framework, some periodically popular iconic consumer objects such
as piano, fireplace, and American bar became the spatial tokens that signified the
changing domestic modernization processes in Turkey. These objects distinguish from
other furniture and consumer objects due to their symbolic value; they serve as spatial
‘markers’ of the changing domestic space production, perception and experience of
domestic modernity, and the consumer habits of the four abovementioned periods

within the Turkish context. Since there is no suitable term to identify their symbolic

! Dilsad Goziibiiyiik Melek, “New Interpretations of Domestic Space and Life: The Emergence of
Apartment Buildings in Nineteenth Century Istanbul” (Published Master’s Thesis, Middle East
Technical University, 2004), 18-19. Ayse Derin Oncel, “Apartmanlarin planlanmasinda olasi
etkilenmelerin sorgulanmas1”, in Apartman: Galata’'da Yeni Bir Konut Tipi (Istanbul: Institut frangais
d’études anatoliennes, 2010), 307-341, http://books.openedition.org/ifeagd/1591.

12 Sibel Bozdogan, Modernism and Nation Building, Turkish Architectural Culture in the Early
Republic (Seattle and London: University of Washington Press, 2001), 193

13 Meltem O. Giirel, “Introduction”, Mid-Century Modernism in Turkey: Architecture Across Cultures
in the 1950s and 1960s, ed. by Meltem O. Giirel (London and New York: Routledge, 2016), 1-7.

4 Nurdan Giirbilek, Vitrinde Yasamak, 1980 ’lerin Kiiltiirel Iklimi (1stanbu1:_ Metis, 2014). Can
Kozanoglu, Cilali Imaj Devri: 1980'lerden 90'lara Tiirkiye ve Starlar: (istanbul: lletisim, 2000). Rafat
N. Bali, Tarz-1 Hayattan Life Style’a, Yeni Seckinler, Yeni Mekanlar, Yeni Yagamlar (Istanbul: Iletigim,
2002).



consumption value in the domestic sphere in the literature, these spatial consumption
items, namely piano, fireplace, and American bar, are termed as “iconic consumption
markers” (ikonik tiiketim gostergeleri) in the thesis. The position and naming of these
objects in other contexts, on the other hand, is a subject that is open to discussion and
beyond the boundaries of the study. Similarly, but different from the iconic
consumption markers, electronic house media such as radio and television have
functioned as not only transmitters but also symbolic conspicuous objects, which
represented modernity and progress. Unlike the mere iconic consumption items,
ranging from piano, fireplace, and American bar to domestic furniture and display
objects, however, the electronic media had a transformative impact on the house and
private sphere including the Turkish context. The studies on the place of electronic
media in the architectural production in modern Turkey, on the other hand is limited;
two seminal works are “Designing and Consuming in Modern Turkey” by Meltem O.
Giirel" and “Living Rooms Occupied” by Esra Bici Nasir, Sebnem Timur and Meltem
O. Giirel,'® which uncover the change in domestic spatial practices following the

entrance of media, in particular television.

The thesis dwells on this framework and aims to investigate and provide a survey of
the domestication of media in modern Turkish context since the 20" century, mainly
by focusing on the design, representation, and production of domestic space in the

architectural practice by asking the following research questions:

1. How electronic media, radio, television, and PC, became domesticated in the
modern Turkish context?
2. In which ways the domestication of media manifested spatially? Is it evident in the

design, representation, and production of domestic architecture?

15 Meltem O. Giirel, “Designing and Consuming Modern in Turkey”, in Routledge Companion to
Design Studies, ed. by Penny Sparke and Fiona Fisher (New York and London: Routledge, 2016).

16 Esra Bici Nasir, Sebnem Timur and Meltem O. Giirel, “Living Rooms Occupied: Narratives on the
Recontextualization of the “Museum-Salon” Practice in Modern Turkish Domesticity”, Home Cultures,
(January, 2020), https://doi.org/10.1080/17406315.2019.1699739.
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3. Did the spatial manifestation of electronic media, took forms different and distinct
from other iconic consumption markers like piano, fireplace, and American bar in the

house?

By taking these questions as the main focus, the study frames a historical survey on
the relationship of consumption, media, and house in the modern Turkish context, and
illustrates the discussion by a sample of case studies that are examined spatially
through architectural and other visual representations. The study aims to discuss the
far-reaching, complex, and multifaceted relationship of house, consumption, and
media from a broader and interdisciplinary perspective to provide a better
comprehension by incorporating various fields such as history, economics, media
studies, cultural studies, philosophy, sociology, and anthropology besides architecture
and architectural history that lies at the core. Yet, the primary objective, is to delve
into the domestication process and spatiality of electronic house media as a
contribution to the related research in architectural theory and history. Thus, the
argument is structured around the key concepts of industrialization and economy,
consumption and culture, and public and private, which are taken as the basis of the
media and house relationship. Chapter 2 introduces a general theoretical and
contextual framework of the West on the intersections of the domestic sphere,
consumption, and mass media from the 19" century onwards. Chapter 3, Chapter 4,
Chapter 5, and Chapter 6 study the same topics and intersections respectively in the
late-19'" century, early 20" century, mid-20' century, and post-1980s Turkish contexts
by deep diving into modernization and domestic modernization processes. At the end
of each chapter from Chapter 3 to Chapter 6, illustrative examples, which demonstrate
the appropriation of iconic consumer objects and electronic media in the private
sphere, are presented. The illustrative cases, by no means intend to provide a
comprehensive panorama and coverage but are utilized to show the spatial
materialization of the domestication of consumption and media and to depict the
continuities, discontinuities, and contingencies between the four periods in this
respect. In this respect, architectural representations of the cases, in particular plans
and sections, as well as photographs, serve as the primary evidence in the discussion.
In addition, such types of representations of electronic media as painting, photography,
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literary works, publications, advertisements, films, and television series are also
included alongside the architectural representations as supportive material. The case
studies include domestic architecture of various typologies like apartments, villas,
single-family houses, and housing complexes, among which are unbuilt designs as
well. The built examples mainly come from big cities such as Ankara, Istanbul, [zmir,
Bursa, and Antalya. Cases are selected according to the availability of architectural
representations, especially the plan drawings that included representations of the

iconic consumption markers and electronic media.

The iconic consumption markers, piano, fireplace, American bar, as well as the
electronic media, radio, television, and PC, are color-coded in the architectural plans
to provide consistency and guidance throughout the figures. Displayed alone or shown
as furnished in architectural plans, they are highlighted by different colors. In this
context, shades of blue are used for iconic consumption markers and shades of red for
electronic media. Likewise, major furniture sets combined with them, such as the
dining table and chairs are highlighted in yellow. The placements of the sitting groups
are labeled with green dots. In case of any visual orientation, the oriented directions of
the sitting groups are indicated with arrows also by using green color. In cases where
iconic consumption markers, electronic media, and the dining table define rooms
without a specified placement or are represented by another medium such as
photographs, sketches, or written sources and not by architectural plans, the designated

areas are marked with dashed lines, adhering to the color code. (fig.1)

The data is collected through archival work. For the case analysis, the main sources of
research proved to be the digital archives. Arkitekt and Mimarlik periodicals databases
of the Chamber of Architects of Turkey, Ege Mimarlik periodicals database of the
Izmir Branch of Chamber of Architects of Turkey, the visual database of Arkiv, Salt
Research, and Kog¢ University Digital Collections are surveyed to gather the
architectural data. Ankara University Academic Archive System, Istanbul University
Looking into History from Newspapers Projects, Bogazi¢i University Journal of
Servet-i Fiinin in the History of Ottoman Culture database are overviewed to collect

the data related to printed media. Center for Turkish Cinema Studies database is
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searched for both information about printed media and Turkish film history. The
official Youtube archives and repositories of the film and television production
companies such as Erler Film Tiirker Inanoglu, Murat Film, Melek Film, Arzu Film,
and Kanal D archive are used to reach video contents. Advertisement and photograph

ephemera, which belong to the author's archive, are also used as supporting material.



CHAPTER 2

DOMESTIC SPHERE, CONSUMPTION AND MASS MEDIA: A
CONTEXTUAL INTRODUCTION

2.1. Industrialization and Economy as Transformative Agents of Domestic Space

Industrialization introduced mechanization which had restructured the industrial
production and consumption cycle as well as the construction and experience of
domestic space.!” Since the industrial era, indeed, both ‘production’ and
‘consumption’ continue to play a determinative role on the social and spatial dynamics
that structure the domestic sphere. According to Baudrillard, “consumption,
information, communication and culture” are all regulated through “the system itself,
as new productive forces”.'® In other words, all those entities are both the means and

outputs of economic and social structure induced by the industrialization.

Industrialization, as such, represents a multifaceted and wide-ranging social and
economic change with technology and production in its center, and had consequences

on socio-spatial environment, in particular, in the West!® that engendered “a pattern of

17 For further information: Le Corbusier, Towards a New Architecture, trans. by Frederick Etchells
(New York: Dover Publications, 1986); Siegfried Giedion, Mechanization Takes Command, A
Contribution to Anonymous History (New York: Oxford University Press, 1970); Siegfried Giedion,
Space, Time and Architecture, the Growth of a New Tradition (Cambridge, Massachusetts: Harvard
University Press, 1959); Reyner Banham, Theory and Design in the First Machine Age (New York,
Washington: Praeger Publishers, 1970); Kenneth Frampton, Modern Architecture: A Critical History
(London: Thames and Hudsons, 1992); Victor Buchli, An Anthropology of Architecture (London, New
Delhi, New York, Sydney: Bloomsburry, 2013).

18 Baudrillard, The Consumer Society, 57.

19 Jiirgen Kocka, Capitalism: A Short History (Princeton and Oxford: Princeton University Press, 2016),
97.
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discontinuity in the material basis”.?’ Industrialization started with the Industrial
Revolution, which proceeded in two consecutive stages initiated by the invention of
steam engine technology in the 18™ century and electricity in the 19" century.?! The
technological advancements that occurred in association with or as a result of these
two major progressive breaking points affected not only manufacturing and
production, but also information, transportation??, division of labor, social structure —

23 _ architecture, urbanization,

regarding the development of “an industrial culture
public and private spheres, and everyday life. The advancements, above all, affected
the operation of capitalism. 2 In fact, as Suresh stated, “technological progress and
capital accumulation” are consistent with each other and implicit within “the capitalist
mode of production”.?® Industrialization, in this respect, transformed radically the
ongoing merchant capitalist order into an innovation-oriented, programmed, and
stratified constitution established upon division of labor and market forces.?® The
transformations in capitalism, which developed hand in hand with industrialization
and technological progress, further led to paradigm shifts in production, consumption,
and economy by integrating “state policies and firm strategies” in the 20" century.?’

In this regard, the period between the WW1 and 1950s is identified by the rise of fully

mechanized mass production and mass consumption. And, subsequently, mass

20 Manuel Castells, The Rise of the Network Society (West Sussex, UK: Wiley-Blackwell, 2010), 29.
21 Tbid., 33.

22 Ibid., 97-100

2 Ibid., 100.

24 1bid., 97-100.

25 R. R. Suresh, Economy and Society, Evolution of Capitalism (New Delhi, California: SAGE, 2010),
94,

26 Kocka, Capitalism: A Short History, 101-102. The two emergent phenomena that came as the natural
outcome of Industrialization and which signified the industrial paradigm shifts that had profound
impacts on the economic and socio-cultural structure of the Western cultures in the early 20th century
and hence capitalism were Fordism and post-Fordism. Fordism, seen as “the first industrial divide”,
progressively changed the production process from artisanship to fully mechanized mass production. In
the post-Fordist shift as “the second industrial divide”, on the other hand, the mass production became
more flexible and dispersed. Fran Tonkiss, Contemporary Economic Sociology, Globalization,
Production, Inequality (London and New York: Routledge, 2006), 95.

27 Castells, The Rise of the Network Society, 163.

11



customization, neoliberalism?8, global economy, and decentralized production, and
mass customized consumption have been developed, starting from the 1960s, which
continued well until the 1980s?°. The structural changes based on the industrialization
and capitalist system, on the other hand, had an impact beyond the production and
economic structure. They also transformed every corner of daily life: culture and
consumption, information and communication, and, most importantly for this thesis,
the concept and materiality of house since the 19" century; the perception of the ideal
of house have been evolved drastically, as an outcome of the transformations in

production and economy.

The structural transformations induced by the industrialization process changed the
pace of the everyday life starting from the 19" century. The introduction of electricity
increased the time spent for the daily activities. Transportation technologies such as
railway and automobile changed the perception of time, space, and distance.*”
Information and communication technologies such as telegraph, phone, and motion
picture as well as the developments in printed media®' perceptually accelerated the
information flow and compressed time and space. The subject became alienated
because of the changing relationship between subject and object, human and
technology, labor and production, production and consumption.?? Within this constant

state of flux, house started to be distinguished as an antidote to modes of restlessness,

28 David Gartman, From Autos to Architecture, Fordism and Architectural Aesthetics in the Twentieth
Century (New York: Princeton Architectural Press, 2009), 316-317.

2 Tonkiss, Contemporary Economic Sociology, 96-97.

3030 David Gartman, “Postmodernism; or, the Cultural Logic of Post-Fordism?”, The Sociological
Quarterly, 39, no. 1 (Winter, 1998): 123-124. Charles F. McGovern, “Consumer Culture and Mass
Culture”, in A Companion to American Cultural History, ed. by Karen Halttunen (Malden, Oxford,
Victoria: Blackwell Publishing, 2008), 189.

3! The printed media already existed since the 15th century, yet it was reliant on the underdeveloped
transportation systems until the 19th century. The progress in the transportation systems enabled a faster
distribution of printed media. On the other hand, the invention of the telegraph and the telephone in the
19th century eliminated the spatial obstructions in the transmission of information. David Croteau,
William Hoynes and Stefania Millan, Media Society, Industries, Images and Audiences, Fourth Edition
(London, New Delhi, Singapore, Washington DC: SAGE, 1997), 9.

32 Gartman, “Postmodernism; or, the Cultural Logic of Post-Fordism?”, 123-124. McGovern,
“Consumer Culture and Mass Culture”, 189.
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ephemerality, uncertainty, and alienation, modes that were introduced by the Industrial
Revolution. The concepts and ideals, especially, were shaped in accordance with the
moral values attributed to the house which represented a sphere that stood opposite to

the ever-changing outside world.

The impact of the changing economic and productive forces has been multi-
dimensional on the domestic sphere. Scholars such as Heidi de Mare, Elizabeth
Cromley, and Elizabeth Blackmar suggest that the “emotional annexation of the home”

or “domestic feelings”3?

was a “by-product” of instability and temporariness brought
by industrialization.>* That is to say, the ontological meaning attributed to house,
which signifies the desire for autonomy, trust, security, and self-determination?>
against the rapidly changing modern world, emerged in the 19" century. The shift in
the meaning and perception of house manifested itself in connection with some spatial
concepts and configurations. The 19" century Victorian attitudes, in particular, were
the earliest indicatives of the challenges industrialization and capitalist order imposed
on domestic space and played an exemplary and pioneering role in the emerging ideals
and concepts that governed the formation of private sphere and its spatial
manifestations. Victorians defined the concepts of “house”, “home”, “public”,
“private”, “individual” and “collective”® based on such values as morality, honor,

gender, control, function, and health to counterbalance the forces of the new

‘innovation-oriented, stratified, and programmed’ economic system and

33 Heidi de Mare, “Domesticity in Dispute: A Reconsideration of Sources”, in At Home, An
Anthropology of Domestic Space, ed. Irene Cieraad (New York: Syracuse University Press, 1999), 30.

34 Barbara Miller Lane, “Introduction”, in Housing and Dwelling, Perspectives on Modern Domestic
Architecture, ed. Barbara Miller Lane (London: Routledge, 2007), 3.

35 Gaston Bachelard defines the home as “our corner of the world” where “we shall see the imagination
build "walls" of impalpable shadows, comfort itself with the illusion of protection or, just the contrary,
tremble behind thick walls, mistrust the staunchest ramparts.” Home as such is displayed as “a fixed
point in space, a firm position from which we proceed and to which we return in due course.” Agnes
Heller, Everyday Life (New York: Routledge, 2016), 239. Michel de Certeau respectively, formalized
the place-making manner of home in contrast to outside as “a Cartesian attitude, if you wish: it is an
effort to delimit one’s own place in a world bewitched by the invisible powers of the Other.” Michel
de Certeau, The Practice of Everyday Life, trans. Steven Rendall (Berkeley: University of California
Press, 1988), 36.

36 Riley, “The Un-Private House’’, 9-11.
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industrialization.’” They idealized the segregated private sphere to practice the moral
values in isolation from the turmoil of the public sphere, although this idealization was
not practiced strictly in the West.>® Thereby, the Victorian house, ‘parlor’ in particular,
was designed to serve as an enclosed setting where the moral ideals and values of the
household was conveyed and displayed through spatial configuration, interior design
and decoration, furniture and other consumer objects, and etiquette.>® The parlors were
typically decorated with a fireplace at the center as the chief symbol of homeliness and
warmth*®  besides such consumer furniture and objects as piano, chairs, display
cabinets, tables, couch, mirrors, chandeliers, and generous amount of household

textiles.*! (fig.2)

The idealized image of the Victorian house in the 19™ century that manifested through
space and consumption set the scene for modern house in the 20™ century. In the first
half of the 20" century, mechanization, mass production, and mass consumption as
well as introduction of electricity, radio, and television to the house changed the

relationship between private sphere, public sphere, and economic activity.

2.1.1. Mass Production, Mass Consumption and Domestic Space Between WW1

and Mid-Century

In the early stages of industrialization, production was done by using steam powered

hybrid systems that integrated traditional and industrialized methods. With the

37 De Mare, “Domesticity in Dispute: A Reconsideration of Sources”, 155-171.

38 Jeff Weintraub and Krishan Kumar, Public and Private in Thought and Practice: Perspectives on a
Grand Dichotomy (Chicago and London: University of Chicago Press, 1997).

39 Mike Hepworth, “Privacy, Security and Respectability: The Ideal Victorian Home”, in Housing and
Dwelling, Perspectives on Modern Domestic Architecture, ed. by Barbara Miller Lane (London:
Routledge, 2007), 152.

40 Ibid., 153-154.

41 Robert Kerr, “The Gentlemen’s House”, in Housing and Dwelling, Perspectives on Modern Domestic
Architecture, ed. by Barbara Miller Lane (London: Routledge, 2007), 158-159.
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extensive supply of electricity to factories at the beginning of the 20" century** and
the assembly line technology introduced by Henry Ford in 1914, the industrial
production transformed in a way that allowed for fully mechanized mass production
and, thus, mass consumption.** The electrification of the factories in the West,
especially in the USA, started at the end of the 19" century and became widespread at
the beginning of the 20" century.** The electricity changed the production by
providing high efficiency, lower costs, and subdivision of machines and tasks.* It also
enabled the assembly line method, which was the precursor of a completely
mechanized and standardized mass production.*® The assembly line method is the
“industrial arrangement of machines, equipment, and workers for continuous flow of
workpieces in mass-production operations”.*’ It was introduced in 1914 by Henry
Ford, who was an American industrialist and the owner of the Ford Motor Company.*?
Henry Ford did not only invent the assembly line method but also enhanced the
working conditions by limiting the working time to 8 hours and increasing the daily
earnings of the laborers. The new assembly line manufacturing system with increased
efficiency and reduced manufacturing expenses resulted in the mass production of big

amounts of standardized products with lowered prices.*’ Affordable prices, together

42 Richard B. Du Boff, “The Introduction of Electric Power in American Manufacturing”, The Economic
History Review New Series, 20, no: 3 (December, 1967): 509-518,
https://www.jstor.org/stable/2593069.

43 Suresh, Economy and Society, 106-107.

4 The percentage of the factories that used electric power rose from 64% to 97% between 1899 and
1939 in the USA. Du Boff, “The Introduction of Electric Power in American Manufacturing”, 515.

4 Ibid., 518.

46 Ibid., 513.

47 “Assembly Line”, Encyclopedia Britannica, last modified August 1, 2018,

https://www.britannica.com/technology/assembly-line.

48 Carol W. Gelderman, “Henry Ford”, Encyclopedia Britannica, last modified January 13, 2021,
https://www .britannica.com/biography/Henry-Ford.

4 Suresh, Economy and Society, 106-107. Henry Ford also combined the Taylorist principles with a
fully mechanized work plan. Taylorism is a term that is used for a set of principles and practices that
Frederick W. Taylor introduced at the beginning of the 20" century. In order to find solutions to the
problems caused by the increased mechanization and corporate sizes and to achieve maximum
efficiency, Taylor systematized production by dividing workers’ tasks into a certain amount of time, by
eliminating the requirement of knowledge and skill while he equipped the managers with the tools to
control the time and movement of every repetitive operation workers made. By doing so, he aimed to
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with the improvement in wages and working conditions, enabled workers to partake
in the mass consumption of the goods they produced. >° Therefore, mass production
and mass consumption became dependent on each other starting from the very early
20" century. The production system established by Henry Ford in the 1910s was
advanced further in the 1920s by General Motor, which offered a wide range of
products and prices for different consumer profiles.®' As a result, consumption became
widely embraced as a distinguishing act among the individuals and social classes.*?
The diversity of the products used to build an identity by the individuals began to be
promoted by the rapidly growing and institutionalized media and advertising sector.>
The industrial shift that occurred at the beginning of the 20" century, and characterized
by a completely mechanized mass production model and mass consumption, had
unavoidable effects on house production and domestic consumption. Mass production
techniques started to be applied in modern domestic architecture and construction
industry while the household economy and domestic consumption slowly became a

corner stone of the flourishing consumer society.

The developments in the industrial production began to be employed in domestic
architecture between the WW1 and WW2. The house production became subjected to
mechanization and mass production through new and scientific approaches in

construction technology, which modeled the industrial production techniques to attain

acquire a modern, scientific, transparent and manageable system of production that is disassociated
from the traditional techniques. Richard Thorpe and Tom Lupton, “Taylorism”, in The SAGE Dictionary
of Qualitative Management Research, ed. by Richard Thorpe and Robin Holt (London: SAGE, 2008;
online ed., 2011), 961-962, https://dx.doi.org/10.4135/9780857020109.

0 Tonkiss, Contemporary Economic Sociology, 93-94.

51 Alan P. Loeb, “Birth of the Kettering Doctrine: Fordism, Sloanism and the Discovery of Tetraethyl
Lead”. Business and Economic History, 24, no. 1 (1995): 79, http://www.]jstor.org/stable/23703273.
General Motor’s business strategy is also known as “Sloanism”, named after Alfred Sloan. Alfred Sloan,
who started to administer General Motor in 1923, restructure the principles of Henry Ford to stimulate
the market demand for automobiles.

52 Georg Simmel, The Philosophy of Money (London, New York: Routledge, 2011), 500.

53 That will be discussed in detail in chapter 2.2. Fredric Jameson, “Reification and Utopia in Mass
Culture”, Social Text, no. 1 (Winter, 1979): 130-148,

https://www.jstor.org/stable/466409.
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a large number of buildings with affordable prices. The first ‘mass-housing’ cases of
the interwar period, such as Dessau-Torten (1926-1928) and the Cité de la Muette
(1931-1934) in Europe and First Houses (1934) and Harlem River Houses (1936) in
the USA exemplify the experiments on standardized material and design, mass
production, prefabrication, and modular housing. (fig. 3 and fig. 4) The avant-garde
architects, on the other hand, praised and emulated the aesthetic and rationality of
machines and mass production. The modern house was envisaged as an output of mass
production operating similar to a ‘machine’.>*

(1927) by Buckminster Fuller, Aluminaire House (1931) by A. Lawrence Kocher and
Albert Frey, and House of Tomorrow (1933-1934) by George Fred Keck demonstrated

Examples such as Dymaxion House

both aesthetic and technological quest by using prefabrication techniques. > (fig. 5)
Designs such as Lovell House by Richard Neutra (1929) °¢ and Villa Savoye (1929-
1931)°7 and Villa Stein (1927) by Le Corbusier’® showed the aesthetic aspect without
or partially using mass production techniques. (fig. 6 and fig. 7) Such architectural
features as the unornamented surfaces, open plans, and glass fagades became the
architectural manifestations of the machine aesthetic and rationality. The machine
analogy for the house was cemented with the widespread equipment of the house with
mechanical services, household electrification and electrical household appliances in
the 1920s. Fuller incorporated a radio antenna in the design of Dymaxion House. With

the advances in technology and mass production, mass-produced products, and

54 Florian Urban, Tower and Slab: Histories of Global Mass Housing (London, New York: Routledge,
2012), 9-13.

55 David Smiley, “Making the Modified Modern”, in Housing and Dwelling, Perspectives on Modern
Domestic Architecture, ed. Barbara Miller Lane (London: Routledge, 2007), 288.

56 Lynn Spigel, “Designing the Smart House: Posthuman Domesticity and Conspicuous Production”, in
Electronic Elsewheres, ed. by Chris Berry, Soyoung Kim and Lynn Spigel (Minneapolis, Minnesota:
University of Minnesota Press, 2010), 57-58.

57 Charles Jencks, The Story of Postmodernism, Five Decades of the Ironic, Iconic and Critical in
Architecture (West Sussex, UK: Wiley , 2011), 20.

8 «“Villa Stein-de-Monzie, "Les Terrasses", Garches (Vaucresson), France, 1926”, Fondation Le
Corbusier, accessed April 21, 2021,

http://www.fondationlecorbusier.fr/corbuweb/morpheus.aspx?sysld=11&sysLanguage=en-
en&sysParentld=11&sysParentName=home&clearQuery=1.
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appliances such as vacuum cleaners, refrigerators, and washing machines, entered the
electrified households and rapidly proliferated in the 1920s, especially in the urban
areas of the USA.> Radio, as a commodity, mass medium, and an instrument of
information and communication technologies, also entered the private sphere in the

1920s.90

With the entrance of radio into the house, the compression of time and space through
industrialization reached to such an extent that it became possible to convey instant
public messages and hence to access households directly. Starting from the 1920s and
1930s, in this sense, the radio broadcasting began to be utilized to encourage mass
consumption to build a national identity which signified political and social belonging
to society. Especially during the poor economic conditions of the Great Depression,
mass consumption became vital for the economic survival of the nation-states. And
radio fitted as the most direct medium to propagate mass consumption for the benefit
of the national economy. In this way, the audiences in the private spheres could access
to the vast public that affirmed “a nation far beyond the borders of their own daily
lives”.%! In this respect, the radio came to be the first electronic medium to transform
private sphere by carrying public matters into the house as early as the beginning of
the 20" century. However, the transformative impact of media on house, which started
to blur the boundary between public and private spheres, could only spread to the
masses where consumerism and mass media found the socio-economic ground to

develop in the postwar period in the West.

The Great Depression in the 1930s and the WW 2 in the 1940s interrupted the socio-

economic development all over the world. ®> On the other hand, both decades also

39 Kathleen Drowne and Patrick Huber, The 1920s (Connecticut, London: Greenwood Press, 2004), 18.
Stephen Moore and Julian L. Simon, “The Greatest Century That Ever Was 25 Miraculous Trends of
the  Past 100  Years”, Policy Analysis, mno. 364 (December, 1999): 20,
https://www.cato.org/sites/cato.org/files/pubs/pdf/pa364.pdf.

%0 McGovern, “Consumer Culture and Mass Culture”, 193.
61 Tbid., 193-194.

62 Tbid., 123-124.
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prepared the conditions for emergence of a postwar consumerist society by promoting
mass consumption as a necessity for the economic survival of the nation state in the
West. The emerging economic environment with the macroeconomic policies, and
international institutions after WW2 consolidated the importance of mass consumption
and household consumption as the pillars of the economic system. The Bretton Woods

Agreement®?

signed under the supervision of John Maynard Keynes, who was one of
the most prominent economists of the 20" century and defended the necessity of state
intervention in economy for a sufficient “aggregate demand” represents a key step. ¢
As aresult of The Bretton Woods Agreement, two institutions, International Monetary
Fund (IMF) and World Bank were established as the “Bretton Woods’ institutions”
under the United Nations (UN). The USA dollar was fixed as “the standard currency
of use in the financial system”.®> The General Agreement on Tariffs and Trade that
came afterwards was developed to regulate the extended international commerce. As
such, the growing economic system that was based on and operated within national
economies was brought into connection with a trans-national economy.®® Emanating

Keynesian economy re-regulated the national and international economy through the

macroeconomic policies and institutions while encouraging mass consumption by

63 “Bretton Woods Agreement” is the output of the “Bretton Woods Conference” that was named after
its location Bretton Woods, New Hampshire, USA and held by the attendance of 44 countries between
June 1 and June 22, 1944. The main goal of the conference was to establish a “new world order”, which
“combine an international system with the maximum of national monetary independence”, to
compensate the economic instability and lack of international commerce during the interwar
period. Richard J. Samuels, “Bretton Woods Conference”, in Encyclopedia of United States National
Security, ed. by Richard J. Samuels (Thousand Oaks, California: SAGE, 2005), 92,
http://dx.doi.org/10.4135/9781412952446.n75.

64 “Agoregate demand” is a term that denotes the summation of “consumption, investment, and public
spending”. In Keynesian economics, consumer demand is based on consumer income; at the same time,
investor demand relies on the choices of the investor. The only parameter that controls the aggregate
demand and also indirectly “economic growth” and “employment” is public spending. Without state
intervention aggregate demand becomes inadequate; thus, the problems such as “low economic growth”
and “unemployment” arise. George Thomas Kurian, “Keynesianism”, in The Encyclopedia of Political
Science, ed. by George Thomas Kurian (Washington, DC: CQ Press, 2011), 894,
http://dx.doi.org/10.4135/9781608712434.n847.

65 Alvaro J. de Regil, “Keynesian Economics and The Welfare State”, Global Economic Development,
A Tlwnsi Issue Essay Series (April 2001): 1-19.

% Tonkiss, Contemporary Economic Sociology, 92-93.
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standardizing the incomes and providing social security.” These regulations and
transformations extended not only the political and economic power but also the
cultural influence of the USA. Thus, after the war and especially in the 1950s,
Americanization and mass consumption became the rising values.%® The suburban life
identified with mass-produced houses and mass consumption became one of the
branches of American cultural propaganda and consumerism. Mass media presented
the new American way of life with the warm, comfortable, and luxurious image of the
ideal house: the image consisting of standardized houses customized through

consumer habits.

The mass production methods introduced at the beginning of the 20" century were
prevalently modeled in the housing production in the postwar era to meet the housing
deficit in the USA. Prefabrication and construction methods were widely upgraded by
taking the rational, scientific, and highly efficient approaches of the industrial
production as example. For instance, William Levitt, who was the manager of Levitt
& Sons and a real estate developer known as “Henry Ford of housing”®, adjusted the
assembly line method to the construction sites in the late 1940s. Levitt created a
‘manufacturing’ system by splitting the construction tasks into twenty-six steps and
around a hundred tasks. He assigned a team of workers for each specific workpiece.
He inverted the assembly line method by mobilizing the construction teams from one
site to another rather than using the flow of workpieces that was not possible for the
construction processes. Levittown housing developments, which became the emblem
of the suburban culture, were built all around the USA by the Levitt & Sons, by
applying the mass-production techniques introduced by William Levitt. Levittown
developments consisted of identical traditional looking houses with modern interiors
embellished with technological amenities such as built-in kitchens by General Electric.

The open plan and picture window, which became widely utilized features in the

87 Aglietta, A Theory of Capitalist Regulation, 159.
68 Suresh, Economy and Society, 113.

6 Curtis Miner, “Picture Window Paradise”, Housing and Dwelling, Perspectives on Modern Domestic
Architecture, ed. Barbara Miller Lane (London: Routledge, 2007), 281.
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suburban houses, were among Levittown’s prominent features. 7% (fig. 8) Aside from
Levittown, such prefabricated house manufacturers in the late 1940s as Homasote and
Johnson Quality Homes produced and exhibited standardized designs in which
traditional forms met the modern interiors, flexible plans, wide picture windows, and
advanced mechanical appliances. In the 1950s, the house manufacturers started to offer
variations in the mixtures of the ‘basic’ architectural design elements of the suburban
house such as mechanical amenities, flexible plans and multipurpose rooms, big
picture windows and sliding doors, parking space and lawns in order to break the
monotony and serve to the consumer choice and individuality. 7! However, it was
“variety within standardization”, as David Smiley expressed.”> The lack of diversity
or tedious repetition in standardized housing designs were endeavored to be
compensated through an emphasis on the individualization of domestic interiors. Thus,
the customization or individualization through consumption, that is, by diverse interior
decorations, furniture, and objects’® became one of the means that made a house home.
As such, domestic consumption became a major engagement of material culture.
Moreover, with the spread of television in the postwar era, not only products but also

media products started to circulate in the private sphere.

Television entered houses in the 1930s, yet it became popular in the postwar era, in
the 1940s and 1950s.7* As an audio-visual mass medium and consumer commodity, it
symbolized the peak point reached in the information and communication technologies
developed via the industrialization process as well as the all-pervading material
culture. For example, the television advertisement of the Pioneer Corporation

highlighted television’s socio-economic and technological signification with the

70 Ibid., 280-283.

"I Smiley, “Making the Modified Modern”, 285-294.
2 Ibid., 290.

3 Ibid., 290-291.

4 Aysel Aziz, Televizyon ve Radyo Yaymnciligi (Ankara: Turhan Kitabevi, 2006), 19-21.
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catchphrase “We bring the revolution home” by connoting Industrial Revolution.” As
implied in Pioneer’s advertisement, television brought the public images, sounds, and
messages directly into the private sphere by eliminating spatial boundaries and further
compressing time and space. The commodified information and communication
became instantly accessible from the private sphere. Therefore, the private sphere
became more engaged with the public sphere in the first half of the 20" century. On
the one hand, architectural configurations like extensive glazing on facades, flexible
plans, and multipurpose rooms removed the spatial segregation between public and
private to a certain extent, on the other, they enabled to showcase the interior

decoration, furniture, and objects by allowing the gaze of outsiders.

The arrival of electronic media such as radio and television to the houses removed the
spatial boundary between public and private spheres by transferring the public
messages into homes.”® The changes in the domestic sphere, which commenced right
after the WW2, were accelerated in the subsequent periods; the socio-economic and
technological transformations between the 1960s and 1980s had yet another profound
impact on mass consumption and definition of private sphere. Towards the end of the
20™ century came decentralization and globalization of production and consumption
which, brought more dependence on information and communication technologies for
economic activity; house, and daily life are elevated as absolute venues of

consumption.

2.1.2. Neoliberalism, Globalization, and Domestic Space between 1960s and
1980s

In the 1960s the surfacing internal inconsistencies in the capitalist system, along with
the rising conflicts in the social, cultural, and political fields, such as Vietnam War and
Civil Rights Movement created the need for a structural change. The increasing social

inequality and public spending, decreasing market demand, and the transformation of

75 William E. Thompson and Jennifer C. Gibbs, Deviance and Deviants: A Sociological Approach (West
Sussex, UK: Wiley-Blackwell, 2017), 52.

76 That will be discussed in detail in Chapters 2.2 and 2.3.
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international economy through new markets and competitors, especially in Europe and
East Asia were among the factors that caused a blockage in the existing system and
revealed the underlying “rigidity” problem.”” The rigidity problem occurred when the
national economies could not comply with the changes in global market due to the
strict regulation in production system.”® In this sense, the 1960s witnessed a transition
to a more “flexible” system of production, consumption, and working conditions. The
first efforts towards fixing the rigidity problem to revive the existing economic order,
which was characterized by Fordist production, Keynesian economics, and welfare
state, got reactions from the working class, who did not want to lose the benefits of
welfare state. Governments had to extend the limited public expenses to maintain the
welfare state policies for the working class. Moreover, flexible financial agendas
began to be put into operation as a solution to overcome the rigidity caused inflation
and, the economic decline that occurred as an international capitalist crisis during the
1970s. The OPEC petrol crisis in 1973 was followed by a severe deflation between
1973 and 1975, and the financial breakdown of New York City in 1975, as a sign of
the overstrained economy under those conditions. As a response, the enterprises
developed action plans to upgrade the technology and mechanization and to expand
the range and territory of businesses in order to expedite the regulation of industries
and financial assets.”” A decentralized, dispersed, and international production model
known as post-Fordism, which was based on “subsidiary” and “subcontractor”
channels and “independent producer services” that had various extents and locations
emerged as a consequence of these unstable economic agendas. The new
decentralized, flexible, and international model of production resulted in the
prominence of a tertiary sector. The professions related to service and communications
started to play a key role in the economic activity while the information and

communication technologies gained tremendous value. Meanwhile, the technological

77 Bob Jessop, “Fordism and Post-Fordism”, in Encyclopedia of Governance, ed. by Mark Bevir
(Thousand Oaks, CA: SAGE Publications Inc., 2007), 315,
http://dx.doi.org/10.4135/9781412952613.n191. Gartman, From Autos to Architecture, 22.

78 John Lovering, “Fordism, Post-Fordism and Flexible Specialization”, in International Encyclopedia
of Human Geography, ed. by Rob Kitchin and Nigel Thrift (Amsterdam: Elsevier, 2009), 232-242.

" Harvey, The Condition of Postmodernity, 142-145.
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development and dispersal in industry led the standardized consumption replaced by
fragmented and diversified consumption habits.’° Economic and technological
restructuring in the private sector was stimulated by neoliberal policies on the part of

the states.

The changing conditions in the economy and industry were integrated into state
systems through the neoliberalist policies of Ronal Reagan in the USA and Margaret
Thatcher in the UK. The neoliberal state program renounced the Keynesian state
principles to transfer expenditures from the stabilization of the aggregate demand to
the encouragement of enterprises to compete in global market. 3! The radically altered
social, political, and economic contexts of the 1970s and 1980s echoed in spheres of

production, consumption, and private space.

Such highlights of the period that started with the 1970s and climaxed in the 1980s as
globalization, flexibility in production, rise of tertiary sector, and ‘mass customization’
in consumer products were embodied in the design and experience of the domestic
space. The trend for individualized house designs that began in the 1950s flourished
by more flexible and customized designs that appealed and responded to the consumer
choice.®? Mass production and the machine aesthetic ceased to be idealized,®* as Brian
Horrigan expressed for the American context: “Americans did not want machines to
live in; they wanted machines to live with”.3* That is to say, the perception of the
modern house as a ‘machine’ is replaced by an approach in which houses were

expected to be adorned with media and technology to provide information,

80 Tonkiss, Contemporary Economic Sociology, 95-101; Tertiary sector, third sector or service sector
comes after the primary sector, which supplies natural resources and secondary sector, which produces
industrial products. Tertiary sector engages in the immaterial economic activities such as cleaning,
teaching, finance andalike. Steve Bruce and Steven Yearley, “Service Sector, Tertiary Sector.”, in The
SAGE  Dictionary of Sociology (London: SAGE Publications Ltd, 2006), 276,
http://dx.doi.org/10.4135/9781446279137.n852.

81 Gartman, From Autos to Architecture, 316-317.
82 Spigel, “Designing the Smart House”, 59-60.
83 Urban, Tower and Slab, 17.

84 Spigel, “Designing the Smart House”, 60.
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communication, comfort, and security. As an extension, home automation systems and
smart homes, starting from the 1980s, that integrated the mechanical services and
electronic media into the houses to improve the comforts of daily life emerged.®> As
the information and communication technologies advanced and interlaced with the
house, the border between the public and private spheres regarding both production
and consumption blurred more. With the flexibility in work conditions, introduction
of personal computers (PC) in the 1970s, and the growing importance of the
professions related to service and communication sector, the separation between house
and work started to melt. Since the 1970s, indeed, the house is elevated as a place of
both production and consumption; the industrial revolution novelty of separated
spheres, that is house and work environments as defining two different contexts,
ceased to be an absolute practice. On the other hand, the decentralization and
globalization in production and consumption resulted in the circulation of not only
global products but also global cultural products via the electronic media. The
penetration of products and information under the new international economy
eradicated the boundaries of the private sphere and exposed the house to a wide variety
of globally available consumer goods.®® The house became a vessel to store “flow” of
commodities and “meanings” in order to form and preserve memories, “identity” and
social bonds.” In other words, the house started to mediate the consumption of signs
and commodities for inhabitants to construct social identity and interactions with

society.

The emergence of an information-based global economic system extended the use of
and dependence on the electronic media technologies in the house for various reasons,
ranging from security and comfort to work and recreation at the end of the 20th
century. With the widespread access to media and ICTs, an inclination towards

eliminating boundaries between public and private, global and local, has occurred.

85 Tbid.

8 Doreen Massey, Space, Place and Gender (Minneapolis, Minnesota: University of Minnesota Press,
1994), 159-161.

87 Victor Buchli, “Consumption Studies and the Home”, in 4n Anthropology of Architecture (London,
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However, the transformation of the domestic sphere in relation to media and
technology throughout the 20" century is not the mere consequence of
industrialization and the economy. The changing nature of consumption and culture,
either in connection with or without the economic aspect, also had an immense impact

on the production and experience of the domestic sphere.
2.2.  Consumption and Culture

In its broadest definition, culture signifies the collection of activities through which
meanings are formed and disseminated via verbal and non-verbal signs of
communication.®® Accordingly, language is seen as a vital tool of communication in
culture. Yet on the other hand, all the material and immaterial forms of expression also
operate as instruments of communication in cultures.? In this respect, every signifying
element and practice such as architecture, spatial configuration, interior design and
decoration, consumption habits, operation of privacy, and any socio-economic activity
pertaining to the household is a part of the cultural sphere. Nevertheless, ‘culture’ is
a dynamic concept and can be associated to more limited understandings; for example,
culture was used to refer to “the general state of civilization associated with the pursuit
of the arts by a cultivated elite” in the 17" and 18" centuries.’® In this understanding,
art and intellectual production that could only be acquired by certain social groups
defined the scope of culture. In the 19" and 20" centuries, by the development and
proliferation of mass media, the conceptual scope of culture was expanded to
incorporate “popular culture”, which is associated with common people, majority,

lower classes, and the non-elite. Popular culture was perceived as the opposite of “fine
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arts” and “cultivated tastes”; as a result, arose the division between high art and low
art.”! The divisions among the “popular”, “mass”, “high”, and “low” culture are

(13

compromised on the “mass culture” phenomenon, which is described as “art,
amusements, or expressions produced along industrial principles for large markets that
are usually distinct from communities that cohere within discrete social or geographic
borders”. In the form of “commodity”, “mass culture” bespeaks and creates vast
publics through “means of mass communication”.”? Culture, therefore, acts as a type
of social interface for both communication and differentiation features that lie at the
basis of consumption behavior, of individuals and/or households, since the industrial

cra.

Culture was transformed profoundly after the Industrial Revolution, especially
regarding art, architecture, consumption habits, and everyday life, foremost in the USA
and Europe. However, the impact of the structural changes seen in the economic sphere
did not impose direct consequences on the cultural sphere in both contexts. Degrees of
appropriation, or ‘societal appropriation’, in this respect, is a key factor to assess any
cultural transformation.”®> Societal appropriation is also one of the parameters that
shaped consumer culture. Hence, the emergence and rise of the consumer culture and
mass consumption and the relationship between consumption and culture have become
a heavily disputed topic.”* The discourse introduced new concepts and meaning
studies, mostly concerning the material culture. According to Karl Marx, modern
consumption relies on “the fetishism of commodities” which means, “exchange value”

replaces “use value”.”> Thorstein Veblen introduced “conspicuous consumption”,

1 Tbid.
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another concept which marked the place of upper classes within the social hierarchy.”
Similarly, Georg Simmel pointed out “fashion” as a distinguishing element of the
social classes.”” In “Arcades Project”, Walter Benjamin highlighted the aspects of
“individuality” and “desire” in the consumer culture.”® Baudrillard defined
consumption as a global and consistent indicator system, regulated by codes and rules,
and not by satisfying natural needs through goods or services. In this system, the
contingent world, the natural and biological orders, are replaced with social values and
a classifications order.” Taken together, three aspects of the consumer culture seem
to predominate in these views: the interdependence of production and consumption
within the capitalist system, social stratification based upon consumption habits, and
the gratification through purchased commodities.!” Therefore, consumption acts as “a
bearer of meaning” ! that became a tool to construct an identity '°? within the cultural
sphere. One can say that all these formulizations point out the desire for the meaning
obtained by the consumption: the purpose beyond its material basis. Accordingly, the
consumer takes pleasure from the act of consuming to attain individuality based on the
significations the products carry. Some contemporary scholars, on the other hand,
discussed that the connection between product and meaning was lost with the reign of
mass media. Fredric Jameson, for example, identified culture as an essential feature of
“consumer society” by emphasizing the mediating position of culture to sustain the

current capitalist system in reference to Guy Debord’s discussion on “the
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omnipresence and the omnipotence of the image in consumer capitalism”.!%® Basing

his argument on the concept of “spectacle”, Debord argued that “image” became a
medium within the society and was “actualized, translated into the material realm”.!%4
He suggested a reverse process in which the cultural representations took precedence
over what is authentic or original. Baudrillard introduced a similar argument in his
“Simulation Theory”. He established the concepts of “simulacra”, which means a
replacement or pastiche without genesis, and “simulation” which is its method of
systemization, in the “Simulation Theory”. He exposed the bareness of the culture on
the basis of mass communication.!®> According to him, without a fathomless reality,
the culture reproduces itself with images, signs, and codes of mass media.'% Instead
of producing actual meanings, communication or information, mass media, as a
continual loop, circulates and ‘stages’ them. Media functions as a depthless and
homogeneous continuum of screen and a ceaseless display where the signs and
products are consecutive and equal as the commodities.!®” As Baudrillard suggests,
cultural representations of reality by mass media are the outcome of the constant
process of reproduction that eventually lost connection with their origin. In the system
of simulation, equating products and meanings, these representations which act as not
the carrier of but the echo, substitute, diversion, or shadow of the reality, become mere
commodities. In any case, the consumer culture as the mediator and output of the
capitalist system operates through the mass media to exchange commodities and
meanings. With the development of mass media, thus, information and communication

were also commodified and became an essential aspect of consumer culture.
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According to Featherstone the contemporary consumer culture was inherited from the
“varieties of modernism” in the 19" century.!”® The contemporary consumer culture
has its roots in the culture of the 19th century, when the transformation in capitalism,
consumer norms, mass communication, and art began interconnectedly. Changes in
the field of art are one of the main indicatives of the state of flux brought by the radical
break in the economy, technology, and culture of the 19" century. It can be stated that,

by making “novelty its highest value”!?

art became heavily influenced by the
“insecure temporality” of the capitalist order.'!® Both the popular culture in the 19
century and works of the early modern art pioneers bore traces of the obsession with
novelty. David Harvey expresses the transformation of art into this novelty seeking

phase that challenged ‘place’, ‘space’ and ‘time’ as:

The brushstrokes of Manet that began to decompose the traditional space of painting and to alter
its frame, to explore the fragmentations of light and colour; the poems and reflections of
Baudelaire that sought to transcend ephemerality and the narrow politics of place in the search
for eternal meanings; and the novels of Flaubert with their peculiar narrative structures in space
and time coupled with the language of icy aloofness; all of these were signals of a radical break
of cultural sentiment that reflected a profound questioning of the meaning of space and place, of
present, past, and future, in a world of insecurity and the rapidly expanding spatial horizons.!!!
Culture in the popular sense, similar to developments in the field of art, also
transformed in the 19" century, in order to cope with the changing conditions. The
new patterns of representation, entertainment, and consumption were accommodated
in new spaces such as multistory department stores and international exhibitions and
fairs where the consumer products, cultural commodities of countries, and the latest
innovations and technologies were presented to public. In the 19" century, the world
industry exhibitions and fairs became the spatial media to present the industrial

products as commodities to be enjoyed. In a way, these exhibitions fulfilled the

functions of the entertainment media which was not yet established as a separate
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industry at that time.!!? The Great Exhibition in 1851 was accepted as the first world
exhibition organized internationally, even though there had been prior French
exhibitions in smaller scales. The Great Exhibition was followed by similar world
exhibitions organized in North and South America, Europe, and Asia, after the mid-
19™ century.!'* World exhibitions were short-lived organizations that accomplished
the demands for “temporal spectacles”; nevertheless, they had an impact on “longer-
term political, cultural, social, and intellectual life, not just the explicitly economic
aspects of the public and private spheres”.!'* From the point of consumerism, the
exhibitions brought all segments of the public together. A wide range of consumer
products, such as “food, machines, clothing, furniture, and art” were promoted and

sold to the customers in these venues. The exhibitions stimulated the “future

consumerism” with their ephemerality in contrast to the department stores.!!>

The first department stores flourished in Paris and became the new “shopping abodes”.
A wide variety of products with fixed prices were exhibited exquisitely in these
multistory stores designed with a refined spatial aesthetic. As such, they foremost
aimed to motivate and persuade clients to purchase goods.!'®. In contrast to traditional
retailing, the department stores eliminated the expectation to purchase goods upon
entering. Customers instead, were left free to stroll, like flaneurs.!'” Similar to

flaneurs, they were allowed to experience the new consumer culture by simply
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exploring and observing the market novelties. Department stores revolutionized
118

shopping by changing it into a gratifying activity that took place in urban life.
Printed media developed in parallel to such new spaces of leisure and consumption
and in tandem with the advertising phenomenon, with the emergence of the “penny
press”.!''” The penny press democratized the accessibility of information by lowering
the prices of the newspapers as it began to base its economic survival on the
advertisement income. '2° Before the penny press, the printed media provided material
that had a real value for a fairly small audience. However, in the penny press, the
content of the newspaper was created upon the predictions on the mass appeal to reach
a wider audience.!?! The penny press democratized the access to information and
became the representation medium of the culture of the masses. Hence, it will not be
wrong to claim that the meaning of popular culture has changed radically in the 19®

century.'??

Having followers is an inherent necessity of all cultures to be able to survive. Yet,
popular culture has come to signify “the culture of the ‘ordinary people’, of the
working class, the non-elite majority in contrast with the so called high or highbrow
culture”.'?* According to Walter Benjamin, after the second half of the 19" century,
the capitalist relations of production were further enhanced by the introduction of the
commoditized cultural productions, such as the serial novels and poetry published in
the newspapers, boulevard theaters, operettas, photography, new music genres, and

even architecture, more generally, by putting all fantasy productions and “forms of
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creation” in new forms suitable for wholesale.!?* The representations of the period in
the works of Walter Benjamin, Charles Baudelaire, and Georg Simmel unveil the roots
of the “aestheticization of everyday life” that manifested in the expansion of
commodification both into the public sphere's newly built environments and into the
private sphere by the “Jugendstili movement” which was about designing and
displaying “every pot and pan” of interior.'?> Susan Buck-Morss explains the spatial

characteristics of the period by saying that:

One could say that the dynamics of capitalist industrialism had caused a curious reversal in which
"reality” and "art" switched places. Reality had become artifice, a phantasmagoria of
commodities and architectural construction made possible by new industrial processes. The
modern city was nothing but the proliferation of such objects, the density of which created an
artificial landscape of buildings and consumer items as totally encompassing as the earlier,
natural one.!?
The gradually developing ‘mass society’ reflected in the spatial relations shows the
modern everyday practices in the 19"-century context, which was actually “not
modern at all”. However, the concepts of modernism and modernization came out and
unraveled since then. “The idea of modernity” would be actualized and expanded in
distinct forms that would generate modernization and multiple modernities in the 20t
century.'”’” The modern architecture of the 20" century, in particular, began to be
produced under the growing influence of mass media and mass culture. Different
modes of definition and representation of modern house through exhibitions and fairs,

department stores, printed media, movies, radio, and television mediated the formation

and circulation of architectural ideas and images.
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2.2.1. Mediating Modern House

Media was instrumental in disseminating and appropriating the latest information and
practice about modern architecture, addressing not only the professional and the
customer but also the general audience in the 20" century. Indeed, Colomina calls
attention to the unprecedented role of media in reshaping the domestic space by
suggesting that many modern house examples were produced either just for the sake
of media or by taking inspiration from media. In other words, many architects had a
chance to actualize their architectural designs in places like fairs and exhibitions rather
than serving an actual user or client. On the other hand, the conventional architectural
practice on the site emulated what was circulating in media. The model house Pavillon
de L’Esprit Nouveau by Le Corbusier, built and exhibited in the International
Exhibition of Modern Decorative and Industrial Arts in Paris, France, in 1925, is one
architectural example that was realized just for the event. '2® (fig. 9) Le Corbusier built
a housing unit as a sample of a ‘future’ housing block that fit in with the concept of
“machine for living” by applying, in his words, “pure form” of standardized mass
production and industry. Both the building and the interior exhibition setting aimed to
display the architectural thoughts behind.!?* Distinguishing characteristics of modern
architecture, such as rectangular forms, unadorned surfaces, roof terrace, large
windows, and open plan reflected the machine aesthetic Le Corbusier was advocating.
He, indeed handled the interior in a rational and functionalist way by designing modern
equipment and furniture, from the kitchen and living room to the exterior, the house
displayed the same principles of standardization.!’ In a similar vein, the Berlin
Building Exhibition organized in 1931 presented the works of the prominent architects
of the period, such as Mies van der Rohe as the lead and Walter Gropius, Lilly Reich,
Marcel Breuer, Otto Haesler, and Karl Voelker. The exhibition took place in a big hall
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filled with real-scale and partial house models. The most notable cases from the
exhibition were the Home for a Childless Couple by Lilly Reich, House in a Garden
by Mies van der Rohe, and House for a Sportsman by Marcel Breuer. Both designed
with a flat roof, Home for a Childless Couple by Reich had a conventional design,
while House in a Garden by van der Rohe experimented a continuous spatial
organization that connected the interior and exterior through extended walls and large
glazing. Mies van der Rohe created a layout by which the physical separation between
public and private, and exterior and interior was eliminated; the connection and flow
were provided by glass and extended walls. Reich and van der Rohe decorated the
interiors of their house designs with modern furniture that they designed. (fig. 10) In
House for a Sportsman, Marcel Breuer employed a similar rectangular geometry, flat
roof, wide windows, and undecorated surfaces. (fig. 11) He designed a large canopy
adjacent to the house for the outside sports activities and organized the plan as a large
open space divided by cupboards. Besides such functions as bedrooms, bathroom, and
working room, the biggest portion of the space was allocated to the living space and
gymnasium.!3! Marcel Breuer was also commissioned to build a living-size middle-
class single-family house model called The House in the Museum Garden to be
exhibited in the Museum of Modern Art (MoMA) in New York in 1949. The house
consists of an introverted rectangular mass with vertical cladding and a butterfly roof
at the top. The kids’ room and guestroom were positioned at the one end of the
rectangular plan, while the garage and living/dining suite were at the other. The
kitchen, utility room, and wet spaces were located in the middle of the first floor. The
volume above the garage obtained from the slope of the butterfly roof was allocated
to the master bedroom. The house was decorated with the furniture and objects

designed by Breuer. Besides Breuer’s designs, a fireplace and television were
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assembled in the living/dining suite as the two focal points of the sitting group.'*? (fig.

12)

The international exhibitions of artistic, architectural, and cultural productions
organized in the first few decades of the 20" century demonstrated both the
professionals and the public how modern house should be designed and decorated. In
these environments, ideal scenarios of domesticity and contemporary understanding
of the private sphere were put on display. The architects mainly designed single family
houses to epitomize the modern ideals and concepts for living and consuming. They
envisioned houses where private and public spaces are intertwined by means of
employing transparency and providing connection administered by architectural
features. The house designs were considered as a whole with exterior features and

interior elements such as modern equipment, furniture, and consumer objects.

The department stores provided temporary settings for the modern house as well. In
these, houses were displayed partially or whole, among the other merchandise. One of
the most notable examples is the earliest public appearance of the Dymaxion House
model, designed by Buckminster Fuller, and placed in the Marshall Field Department
Store in Chicago in 1929 to attract the public to a furniture exhibition. (fig. 13) The
scaled model was exhibited alongside the modern furniture brought from France.!*?
After the first appearance, Fuller held a series of public speeches about the Dymaxion
House, emphasizing its technical virtues, as well as the fact that it was outfitted with
the most up-to-date media equipment including speakers, microphone, and, most
importantly, radio and television.'** Another famous event that took place in the
department stores was Modern Architecture: International Exhibition curated by Philip
Johnson and architectural historian Henry-Russell Hitchcock. The exhibition was

occurred in various locations including Museum of Modern Art (MoMA) in New York
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as well as department stores such as Bullocks-Wilshire in Los Angeles!® and Sears,
Roebuck in Chicago!3¢ . (fig. 14) Hitchcock and Johnson showcased a collection of
furniture, objects, and scaled models of modern houses designed by the leading
architects of the time, such as Mies van der Rohe, Le Corbusier, and Walter Gropius.
The curators published a pamphlet with the title The International Style: Architecture
since 1922 in which they coined the term “International Style”. Under the term
“International Style”, they specified the modernist principles concerning composition,
machine aesthetic, and morphology; the pamphlet later became an educational
guidebook for modern architecture. 37 The cases mentioned above mark the early
development of the phenomenon David Smiley spoke of as the “domestic culture
industry”, which increased its influence further in the post-war period.!*® To sum up,
the modern house which was characterized as an outcome of industry idealization of
rationality, and concretization of machine aesthetic was presented in the newly formed
spaces of the emerging mass culture at the beginning of the 20" century. The
conventions targeting both public and professionals have become intermediaries that
brought modern architecture and avant-garde architects together with commerce,
consumption, and popular culture. The expanding and diversifying mass media
diminished the spatial restrictions, and enabled the forms of commercialized and
popularized representations of modern architecture and modern house in particular,
reach a wider audience. Both the printed media and, radio and television mediated the

acquaintance of public with modern house, both as meaning and space.
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The printed media prompted modernism in architecture and private sphere in two
contexts. There were such architectural periodicals as L'Esprit Nouveau (1920-
1926)!3°, L Architecture d’Aujourd’hui (1930-present)!?, and Arts & Architecture
(1945-1967)'4! that addressed the professionals. Several popular magazines that
focused on modern architecture and modern house on the other hand, addressed the
general public, in particular women. Ladies’ Home Journal, for example, was the first
to publicize the Prairie House designed by Frank Lloyd Wright in 1901. Life magazine
featured Kaufmann House (1947) by Richard Neutra and Lake Shore Drive apartment
building (1951) by Mies van der Rohe. Such magazines became instrumental in
disseminating the concept of modern house for consumption and creating consumer
taste.'*? Printed media had an undeniable influence on the adoption of modern house
as the new private sphere of the early 20" century. The electronic media, however, had
a more direct and far-reaching impact in forming consumer taste. In the early years of
radio broadcasting educational radio broadcasting programs, such as Art in America
(1934-1935), served as agents of communicating modern architecture and modern
house in the broader scope of art. A book titled “Art in America in Modern Times”
was published by MoMA in 1934, as an outcome of this program. The book, aimed to
provide knowledge of art and visuality, in line with the radio series. Under the
leadership of Holger Cahill and Alfred H. Barr Jr, who were then the directors of
MoMA, Russell Hitchcock, Philip Johnson, and Catharine Bauer contributed to the
book by essays that discussed modern architecture, International Style, modern house,
and domestic interiors. While Bauer wrote about the housing problem, Johnson

discussed that the domestic architecture should be taken as a whole with its exterior

139 “Overview, L' Esprit Nouveau”, Oxford Reference, Accessed April 25, 2021,
https://www.oxfordreference.com/view/10.1093/oi/authority.20110803095758110.

140 “A A Retro, Introduction: André Bloc Creates L’Architecture d’Aujourd’hui”, AA L’Architecture
d’Aujourd’hui, Accessed April 25, 2021, https://www.larchitecturedaujourdhui.fr/histoire/?lang=en.

141 «“About Arts & Architecture”, Arts & Architecture, Accessed April 25, 2021,

http://www.artsandarchitecture.com/about.html.

142 Colomina, “The Media House”, 61-62.

38



and interior, “rather than a box to be beautified.” 43 The subjects included in the book
were also covered in the radio program in the form of dialogues between experts.'#*
MoMA, indeed, assumed an influential position in the television broadcastings that
focused on modern house. One of the publicity platforms for the MoMA’s Good
Design exhibitions held between 1950 and 1955'4> was the television program called
“Morning Show” and hosted by Margaret Arlen.!#¢ (fig. 15) The Good Design
exhibitions aimed to promote modern houseware, popularize modern design, and
elevate consumer taste.'*” Edgar Kauffman Jr, who was an architectural historian and
the curator of the Good Design exhibition, attended the Morning Show for a two-week
period in 1954!%8 to introduce masses “a more populist domesticated modernism”.!4
In the Morning Show programs he participated, Kauffman emphasized the importance
of pattern and scale for a good design at home. Newscasts such as Camel Caravan by
David Corroway also featured the exhibition. MoMA also envisioned to produce a
game show named Good Design at the Table for television, but this television project

could not be realized. This television show was meant to feature promoted products of

tableware chosen by MoMA !¢
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Media, as Colomina expressed, blurred the borders between “high and low culture, art
and commerce” by taking house as “their polemical vehicle”.!>! Printed media, radio,
and television introduced and familiarized the modern house concept to the public in
the 20" century. The reciprocity between house and media evolved to a more complex
level in the postmodern era when consumption and commodification in tandem with
mass communication became ubiquitous. Both the widespread publicity of private
sphere and the increasing media consumption within the house increased enormously
the interaction between public and private spheres. The production of domestic space
too, became more intensely intertwined with mass media, consumption, and popular

culture.
2.2.2. Postmodernism and Ubiquitous Mass Culture

“Postmodernism” and the “epoch of postmodernity” are immanently controversial
concepts in an intellectual sense. Postmodernism, the emergence of which is generally
dated back to the 1930s, and its early flourishment to the 1960s, refers to the
postmodern intellectual and cultural framework.!>> While there is no reconciliation as
to the meaning, date, denotation, scope, impact, and authenticity of postmodernity
among scholars it is often taken to signify the historical condition and an “epochal

shift or break from modernity”!

.,. In “The Consequences of Modernity”, Antony
Giddens refuses the shift to a postmodern epoch by highlighting the ongoing structural
elements of modernity such as industrialization and capitalism. Giddens states that the
symptoms classified as postmodernity are the indicators of the more radical and

universal modernity.!>*

In “The Condition of Postmodernity”, David Harvey asserts
the contrary by identifying the post-Fordist and neoliberal structural changes in
economy and politics. Harvey correlates the maturation of the postmodern culture with

the atmosphere of Ronald Reagan era, which is characterized by a neoliberal economic
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program, “political image construction and deployment”, and “new social class
formation”.!>> Modernity's notions such as universality, unity of time and space, and
teleological view of history that are rooted in Enlightenment became problematic with
the new global economic climate. The problems related to time, space, and economy
in modernity created a need for adjustments in culture and politics. The internal
dynamics and discrepancies of the capitalist system and more importantly of “thought
and knowledge production” paved the way for changes as Harvey quotes from Marx:
“we erect our structure in imagination before we erect it in reality”.!>® In other words,
there happened a mutual interaction between economic structure and culture.
Postmodernism emerged in opposition to modernity, prepared the cultural conditions
for the epochal postmodern shift, which was realized in tandem with the post-Fordism
and neoliberal economy. Postmodernism, thus, emerged by the consequences of the
inherent contradictions of the modernity; yet it grew into maturity when structural
changes had occurred in economy. The conditions for postmodernity, in this regard
were predisposed by the intellectual base of postmodernism. Postmodernity, in this
sense, refers to the historical epoch that was preceded by the intellectual framework of
postmodernism against modernity and developed in conjunction with the conditions
of political, economic, and cultural transformations that ran parallel to post-Fordism

and neoliberalism.

Agreeing on Giddens from a different perspective, Jiirgen Habermas accentuates the
utopian promise of the modernity — on the basis of “objective science, universal
morality and law, and autonomous art” and their implementations on everyday life!>’
— as a legacy of the Enlightenment which is “an incomplete project” needed to be
finished.!>® From the perspective of Habermas, postmodernism unveils itself through

its anti-modern nature. The collapse of the rationalist promise of modernism in an

155 Harvey, The Condition of Postmodernity, 336.
156 Ibid., 345.

157 Jiirgen Habermas and Seyla Ben-Habib, “Modernity Versus Postmodernity”, New German Critique,
no. 22 (Winter 1981): 9

158 Ibid., 3-15.

41



attempt to achieve an ideal society, respectively, resulted in a loss of faith for the
modernist project and formation of a “postmodern project” among scholars such as
Derrida, Bataille and Foucault. By refusing the project of postmodernism!>°,
Habermas suggests instead, a rational and consensual inter-subjectivity that he called
“communicative action” for emancipation.!®® In response, Jean Frangois Lyotard
points out the invalidity of consensus, which can only be achieved with paralogy. In
opposition to Habermas’ strong belief on the project of modernity, Lyotard defends
the pre-existing penetration of the capitalist system into art and everyday life and
criticizes Habermas as an advocate of nostalgia. On the other hand, he negates
Habermas’ suggestion of recovery of realism regarding the suspected reality in
postmodern age.'®! He observes an epistemological break, a paradigm shift in “the
status of knowledge”, in “post-industrial society” through postmodernity which
happened as a result of the structural changes in technology and economy that created
a legitimization problem and distrust against the metanarratives.!®? By drawing
attention to the computerization of society, Lyotard explains that miniaturization and
commodification of information technologies altered the processes of information
transfer, communication, and acquisition of knowledge through the overload of images
and sounds of media.!®* In the postmodern condition, the subjects situated on “nodal
points” within communication networks constitute the “fabric of relations”, which is
more complicated and fluid than before; thus, reality identified by “language games”
become problematic.!%* It is evident that communication and information technologies
and mass media, by which every individual, entity, or household constitutes a node

within the network of relations, are a descriptive and inherent part of the concept of
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postmodernity due to their role in the paradigm shift in the process of knowledge
production. In this framework, the private space, which serves as a connection point
in the postmodern communication and consumption network, cannot remain entirely

private any longer.

Similarly, as mentioned before, Baudrillard also puts the information and media
technology in the center of the discussion. Baudrillard interpreted postmodernity

through his idiosyncratic terminology "simulation of third order" !9

in which image
detaches from reality and becomes simulacrum altogether. In the postmodern period,
image as a disguise of the lack of a fathomless reality in modernity, is resolved.!®®
Designative or substitutive characteristic of simulation left its place to images without
provenance and reality which Baudrillard refers hyperreal.!®” Postmodernity
established a model of society in which economy, politics, mass media and culture
perpetually reproduced each other in “a proliferation of signs and codes”. In this
system, electronic communication took the place of industry. Power became identified
by the infused pseudo-reality of mass media. Mass media is transformed into an

actualized instrument of hyperreality.!%®

It as such, does not conduct an ideal
communicative process in which the transmitter and receiver exchange the messages.
In contrast, mass media operates in a single-directional way in order for the audience
to just receive and consume the signs and images. '%° The message of mass media does
not equate to what is distributed through the media tools; on the contrary, it is a system
of signs, models and codes akin to the valuation of commodities based on the exchange
value instead of use value. The object of mediation is “reinterpreted by the sign form,

articulated into models, and administered by the code”. !’° Based on Baudrilard’s
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theory, Norman K. Denzin briefly explains the function of mass media in postmodern

society as:

The media provides the public with the illusion of reality and actuality. The media over- produces
information. It fabricates communication, when non-communication is its goal. The media has
created information consumers. Information has become the central commodity of the current
age. The media short circuits events which occur in the realm of the political and the economic
by broadcasting them and creating the illusion of an abstract, universal public opinion. The media
actualizes the simulation models of the third-order of the simulacra. It creates and circulates a
form of universalized opinion that excludes communication between interlocutors. What is
communicated is a univocal voice which socially controls public opinion.!7!
Baudrillard states that “the consumption of products and messages is the abstract social
relation that they establish”.!”? Indeed, he associates “sign value” with “symbolic
exchange” and the two ends of the sign, which are the signifier and signified, with the
use value and exchange value; thus, “the logic of the commodity” is “the logic of the
sign”.!”3 In this framework, there is an equation between the sign and commodity. In
the postmodern period, then, information has been commodified; therefore, the object
of consumption was replaced by the sign. The commodities gained sign value on the
one hand; signs gained exchange value on the other. The object lost its tangible quality
and was changed into a sign of “hyperreal simulation of the real”. Consumption
became loaded with the double coding of inseparable sign and commodity, by which
the social hierarchy was validated. '* In fact, in “In the Shadow of the Silent
Majorities”, Baudrillard expresses that the “social” no longer exists; especially with
electronic media, instead of real communication, the only thing that matters is the
“spectacle”.!”> It can be interpreted that with the electronic media entering the house

in commodity form and transmitting public signs and messages to the household for

consumption, domestic consumption also obtained the twofold aspect of the sign and
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commodity Baudrillard theorized., The private sphere, in this context, has become a

spectacle outside its spatial boundaries via media.

From a broader perspective, it is not inappropriate to say that postmodernity is the sub-
epoch of modernity. The constitutive institutions of modernity characterized by
industrialization and capitalism continued to operate, more radically and universally
as Giddens states, in postmodernity.!’”® Charles Jencks too, expresses that
postmodernity comprises only one part of the world while the rest aims for the
modernization,!”” as Habermas envisaged. Yet, mass-customized consumption and the
miniaturized media!’® created an “electrified consumer democracy”'”® through which
culture and communication were affected profoundly, as theorized by Lyotard and

Baudrillard.

In any case, three characteristics of postmodern condition emerge as the focal points
of discussion on art, culture, and everyday life: transformation in art '8 as a response
to high modernism!8!, transformation in culture regarding production and transmission

182 in relation to media, consumption, and popular culture!®?, and

of “symbolic goods
transformation in everyday life through “new means of orientation and identity
structures”.!®* Within this framework, changes in the field of art began with Dadaism,

avant-garde, and Surrealism, that acted against the high modernism and its
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institutionalization back in the 1910s and 1920s.'® However, the word
‘postmodernism’ was first coined in the 1930s by Federico de Onis'®®, who was a
professor and writer of Spanish studies.!®” He used the term postmodernism to refer to
the reaction against modernism.!®® In the 1960s, the term started to be widely utilized
within the art community in New York who aimed to offer a remedy in place of the
depleted high modernism. They criticized high modernism in terms of its
institutionalization. In the 1970s and 1980s, postmodernism had penetrated into all
branches of art and architecture in an almost global manner; thus, the theoretical
debates started to concern postmodernity in everyday life. With the domination of
postmodern art, the divisions between the high art and popular culture and art and
everyday life became eliminated. With an indiscrimination among the styles, the
eclectic approaches started to be promoted along with “parody, pastiche, irony,
playfulness and the celebration of the surface ‘depthlessness’ of culture”. The prodigy

and authenticity of the artist lost their significance against the reproduction.!'®’

The postmodern condition also transformed culture and everyday life in tandem with
the field of art. In “Postmodernism, or, The Cultural Logic of Late Capitalism”,
Jameson describes postmodernism, by referring to Walter Benjamin, as “a quantum
leap” of the “aestheticization of reality”.!”® Likewise, Adorno and Horkheimer’s

concept of “culture industry” carries the traces of the early signs of the “reconciliation
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of high and low art” and “aestheticization of the social reality”. ! Jameson states that
contrary to the negation of commodification and the goal of transcendence of
modernism, postmodernism transmuted culture into a commodity. Indeed, Jameson
describes postmodernism as “the consumption of sheer commodification as a

process”.!??

Advertising popular culture and media, consumer products, any “anti-work” and
“happening,” which cannot be possessed or preserved, and even the body started to
carry the potential for being an artwork. In other words, “the aestheticization of
everyday life” was opened to dispute.!®® As such, anything related to everyday life can
become the subject of art. On the other hand, the aestheticization of everyday life
represents “turning life into a work of art” that emphasizes the ‘“aesthetic
consumption”, and gratifies the everyday experiences by shaping unique “lifestyles”
as the core element of consumer culture. The lifestyles based on consumption habits
stimulated by the “rapid flow of signs and images” permeated every corner of life in
the epoch of postmodernity.!** In this framework, production and consumption of
information and the actors who mediate those processes became important, as Pierre

Bourdieu theorizes in “Distinction: A Social Critique of the Judgement of Taste”.!?>

Bourdieu introduces the term “the new cultural intermediaries” whose duty, for
economy, is to produce the “tastes” and “dispositions” within the consumer society.!?®
The new cultural intermediaries play a key role in the production, circulation, and

dissemination of “symbolic goods”. By doing so, they act as a bridge between the
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“habitus, dispositions and lifestyle preferences” of “artists and intellectuals” and the

broader public. '’

They maintain the continuance of the reproduction of the social
stratification by forming consumption habits and lifestyles on the contrary to the
illusion of “cultural declassification” and “deformation of habitus” in relation to the
issue of overproduction of signs and commodities.!”® By taking place in media and
other cultural production entities, the new cultural intermediaries influence the tastes
and lifestyles.!” They serve as a perfect consumer model by their “symbolic capital”
and consumption habits.?®® The new cultural intermediaries negated the strict rules of
modern art and standardized consumption in exchange for the new lifestyles, mostly
engaging with the gratifying consumption and events very similar to the popular

culture. In the meantime, their cultural or symbolic capital distinguished them from

the lower classes by aestheticizing the common culture.?"!

Furthermore, the new cultural intermediaries became highly influential on the spatial
transformations in the cities. Beginning from the 1970s, the postmodern society started
to move to the city centers from the suburbs for easier access to cultural activities and
hence to maintain their lifestyles, a phenomenon that resulted in gentrification. The
neglected residential areas of the cities were renewed physically and culturally and re-

occupied by the new cultural intermediaries. 22

According to Davidson and Lees,
gentrification is a “mass-produced, mass-marketed, and mass-consumed”
phenomenon, as a consequence of the aspiration for an “urban(e) lifestyle”.?> The

spatial segregation between work and house started to be resolved in the cities through
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the “de-industrialization” and “capital dispersion” of post-Fordism and the urban
lifestyle choices of the cultural intermediaries.?** After the 1980s, the cultural facilities
and restored residential areas proliferated in the city centers; hence, a market

205 a5 Helmut Jahn stated: “Architects are

competition rose among the architects,
sought out today both to create a diversity of visual expression and to satisfy the
economic goals behind building. The design statements are very much related to

marketplace consumption.”2

Architecture indeed, has never been an autonomous profession due to the fact that it
stands between art and the market forces; The hybridity between high art and capital
was inevitable even for the modern architecture that aimed for autonomy. With post-
Fordism and postmodernism, the commoditizing activity and aesthetization took over
the field of architecture.?®” Architects forming a significant group within the new
cultural intermediaries are engaged with the disposition of the “postmodern populism”
by mixing the codes of the high art and popular culture. The designs became
legitimized through the common taste of the masses; the symbolic capital of the
architects was validated through the references to the high culture of the conventional
bourgeoisie.”®® Accordingly, the postmodern architecture in the 1970s and 1980s
geared to reflect the artistic tendencies of the postmodern art with its very
representative and expressive features that returned to ornamentation and decoration.
Examples of the era combined various and opposite elements and styles in an ironic
manner: past and future, high culture and low culture, global and regional,
technological and traditional came together to build a hybrid form?®® as Robert Venturi
praises in “Complexity and Contradiction in Architecture”. In his “Gentle Manifesto”,

Venturi defends the dualities, contradictions, reconciliation of different moods and
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styles, hybridity, ordinariness, and uncertainty all together in architecture against the

orthodoxy of the modern architecture.?!”

As one of the early examples of postmodern architecture, Venturi’s house (1961-1964)
built in Chestnut Hill, Philadelphia blends different codes and demonstrates his
discourse. (fig. 16) Venturi expressed the complexity and contradiction in the
discrepancy between the interior and exterior.?!! While the interior reflects the
immanent complex agenda of the domestic sphere by the multifunctional and irregular
axis incorporating fireplace, kitchen, doorway, and stairs?!?; the exterior conceals the
intricate interior space by the regular and plain aesthetics representing a clear house
figure.?!3 The large fireplace as the “hearth” of the house is the core of the design that
shaped both the exterior image and the interior space configuration. The fireplace
chimney rising upwards in harmony with the main stairs amplifies the house’s
symbolic figure by marking the house’s highest point. In the interior, the spaces are
organized around the fireplace. The house is entered from the main living room that
accommodates the fireplace. On the ground floor a kitchen and bedroom are located,
besides the living room. On the first floor, there are a terrace, bedroom, and storage.
A dysfunctional staircase vertically joins to the fireplace and staircase duo from the
first floor.!* As can be observed from the interior photographs of the house, the living
room is divided into two by the furniture as the dining and sitting corner. The fireplace
orients the sitting group in the living room layout, which is decorated also with a
bookcase and piano. T-House (1992) by Simon Ungers and Thomas Kinslow, built in
New York, is another postmodern house where material use and mixed functionality
created a duality. (fig. 17) The house consists of a double shell structural system in

which steel and wood are combined. A library, which extrudes as a vertical mass from
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the horizontal residential part, is added to the architectural program. Thereby, the
architects incorporated the working function next to living. The residential part at the
ground level is planned as a continuous rectangular space with functions in the order
of kitchen, dining room, living room, bathroom, and bedroom from the entrance.?!>
The library rises above the kitchen. A fireplace in the middle of the ground floor plan
not only separates the dining and living spaces but also pierces the horizontal mass
with its chimney, creating a secondary vertical mass beside the library. A third
example is the unbuilt renovation project of a suburban house from the 1950s in
Minneapolis. The project called The House for a Bachelor (1998) was designed by
Joel Sanders. (fig. 18) Sanders converted the family-oriented architectural program of
the suburban house with an ironic reference to the 1950s’ “bachelor pads,” which is a
gendered house concept addressing single professional males. He rearranged the house
by providing “a more open kitchen/ dining/living area, a two-level master-bedroom
suite with a similar open flow of spaces.” 2!® A workout place and pool are included
in the program. Sanders commented that “the surfaces that clothe the building - glass,
wood paneling, mirror, television screens, and Astroturf, etc.- work like a clothing that
wraps the body, helping the bachelor to fabricate identity.” 2!” According to him, the
architectural features and materials, consumer objects, and media build the social
identity of the inhabitant. Sanders reflected his ideas in some of the design details by
establishing connections with the 1950s’ suburban consumer culture. For instance, he
replaced a picture window with a terrarium and put a television screen on its side.
According to Riley, the replacement of the picture window with the combination of
television and terrarium shows the architect’s “commentary on the cultural frames of
both the picture window and the television, offering views onto the American suburban
landscape and its media representations.”?!® Thus, the television and terrarium become

a modern analogy for the old picture window view. A more extreme example of the
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window-screen analogy is the Slow House (1990) by Elizabeth Diller and Ricardo
Scofidio. (fig. 19) The house, which was not built, was designed for an art collector
for the Noyack Bay in Long Island. The ground floor of the house is occupied by the
bedrooms, while the living room, dining and kitchen area, and a terrace are placed on
the first floor, where the elevated entrance provides access. The most noteworthy detail
in the design of the house is the bay view. The architects emphasize this feature by
saying that “the Slow House is conceived as an apparatus for producing a view.
Simply, the house is a door that leads to a window, a physical entry to optical
departure.”?!” They put a camera and screen in front of the picture window to capture
and reproduce the bay view to be replayed. Thus, the duality between virtual and real
gets unclear as the architects explained: “The two devices, the picture window and the
video screen, share certain characteristics. As the electronic view is mediated, so too
is the view through the picture window. The cultural act of framing invests something
with value. The picture window domesticates nature, collapsing its depth and turning
it into a representation.”??° In other words, the picture window and the screen have the
same functions as the mediator of the view; however, the view from the picture

window is digitalized and further domesticated by media technologies.

Both modernism and postmodernism used private sphere and house, as a testing field
of expressing and representing new ideas, concepts, discourses, and processes in
architecture. However, house gained particular importance as a result of domestication
and miniaturization of media technologies that brought the attributions of the public
sphere into the private sphere. In contrast to the modernist ideal of the autonomous
house, the domestic sphere in the postmodern period emerged as a confluence point
within the communication network where the signs and products passed through for
mass consumption. In the context of omnipresent mass culture crossing beyond the
boundaries of geography and reaching directly into the private sphere, the house
became the locale of both private and public activities such as work, leisure,

consumption, communication, and entertainment.
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2.3. Public and Private

Media featured as one of the dominating parameters that shaped the realization of the
idea of house in relation to the shifted perspectives of architects and consumer choice
of the users, a phenomenon that started in 19" century. Mass culture came to set up
the tendencies of both the architect and the user; while at the same time the endeavors
to incorporate media technology into architectural design proved successful. Media,
which became integrated with the house in turn, reconstructed the relationship between
house and outside. Indeed, the relationship between the public sphere and the private
sphere transformed profoundly. Hence, studies that argued public and private
becoming separate spheres in the post-Industrial era, took media as a transforming
factor in the later concept of house where public and private became gradually engaged
and permeable. In “The Structural Transformation of Public Sphere”, Jiirgen
Habermas introduced the theory of separation of the public and private spheres as a
result of the institutionalization and privatization of bourgeois house. Habermas

explained the ideology of the nuclear family by saying that:

For the experiences about which a public passionately concerned with itself sought agreement
and enlightenment through the rational-critical public debate of private persons with one another
flowed from the wellspring of a specific subjectivity. The latter had its home, literally, in the
sphere of the patriarchal conjugal family.??!

Although the early feminist authors, such as Karin Hausen, Barbara Duden, Gisela
Bock, and Gerda Lerner??, tended to agree with Habermas by applying the notion of
Victorian segregated space, his theory was upgraded by scholars such as Jeff
Weintraub and Krishan Kumar who suggested an ambiguity and engagement between
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public and private spheres.”= Beatriz Colomina’s essay, “The Split Wall: Domestic
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Voyeurism”, published in 1992, in this respect, represents a turning point in the
discourse on house and private sphere. Based upon the examples of Miiller House,
Moller House, Rufer House, and Josephine Baker House by Adolf Loos and Villa
Savoye, Villa Garches and Villa Church of Le Corbusier, Colomina evaluated the
interpenetration of ‘interior and exterior’, ‘guest and voyeur’, ‘male and female’

characteristics of a dwelling.??*

According to her, through the development and
miniaturization of the media technologies, the public and private became further

engaged, rather than separated in the postmodern era.

Colomina suggested to reevaluate architecture in terms of “the house/media interface”.
Respectively, for her, architects such as Le Corbusier, Liz Diller, Ricardo Scodifidio,
Michael Webb, Donna Robertson, and Robert McAnulty were influenced by the media
technologies in their houses design while in the meantime, the future predictions of
house and media has already began to be produced anonymously and presented to the
mass audience via magazines, advertisements, exhibitions, and model houses. 223
Buckminster Fuller designed The Dymaxion House (1927) (fig. 20) focusing on the
domestic media (including the radio and television), which was uncommon or hardly
invented at the time. In 1950, the Cape Cod House??¢, designed by Alfred Levitt*?7,
was constructed with a fixed television in Levittown. 2?® (fig. 21) Herbert Hirche
designed radiograms, which means furniture that combines radio and record player, in

the model apartments displayed in the Interbau Exhibition in Germany in 1957.%%° (fig.
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22 and fig. 23) A 1964 issue of Kultur im Heim magazine in Germany featured a
furnished television and record player set on its cover. (fig. 24) Rudolf Horn und
Eberhardt Wiistner created a large modular cabinet unit for the Deutsche Werkstitten
(MDW) furniture brand in 1967 that accommodates a television set at the visual
center.3? (fig. 25) Charles and Ray Eames?}!, proposed that the main issue of
architecture was the “organization of information” which evolved along the
communication technologies;>*? the Eames House (1949) was designed with this
approach by Charles and Ray Eames and Eero Saarinen.?*® (fig. 26) The house
signified a transition within the avant-garde architecture regarding the inclusion of
industrial design, visual media, and graphic design as well as user experience,
participation, and consumer preference into the scope of architectural design. It
displayed the “new consumer culture”; thus, “new cult of domesticity”.?** Esther
McCoy described the Eames House as “a steel and glass cage, as lightweight as an
Eames chair, which lends itself admirably to an exhibition space for a changing
collection of art, toys, and crafts of all kinds”.*> The house is located adjacent to a
hillside and surrounded by the trees and meadow. It is composed of two separate parts,

as residence and workshop, which are connected by a retaining concrete wall and patio.

Fine, accessed August 31, 2021, https://www.design-is-fine.org/post/124950695039/herbert-hirche-
interior-design-sample-apartment.
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used the same material in furniture design. The Eames chair became the most famous furniture among
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Both parts are designed as rectangular boxes built with glass and steel.>*® The main
space in each block has a double-height ceiling and visual connection to the second
floor via a balcony. The living room functions as the center of the residence and acts
as a flexible showcase for the collection of art, furniture, objects, and Eames’
designs.?*” Eames perceived the concept of the house as a “background for life in
work” and “center of productive activities” in which the inhabitants proceed to design
their house in time.?*® In other words, every activity in the house is foreseen as a design
act; therefore, making every occupant a participant of the design process. 2*° The
Dymaxion House, the Cape Cod House, and the Eames House marked the beginning
of the transformation in the construction and experience of domestic architecture in
conjunction with media. Media, either in printed or electronic form, became influential
not only in the change of architectural practice but also in the education of public and

the formation of consumer taste.

Shundana Yusaf subsumes the changing concepts of production and consumption,
construction and experience of architecture under the term of “hyper-tradition”.24°
Based upon the hyper-reality defined by Baudrillard, which referred to the confusion
between simulation and reality, especially in connection with postmodern media, the
hyper-tradition addressed the consumer culture and implied the replacement of the
local practices with globalization, mass media, and technology. Hence, the
conventional production of space became open to renewal by external factors.

According to Yusaf, between 1927 and 1945, the BBC radio policies and the public

response they received demonstrated an inclination to hyper-traditional architecture.
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Despite its disengagement from the Victorian tradition, BBC continued to broadcast
in line with the Victorian missions: deference to nation and state, and sophistication in
knowledge, culture, and taste. In the purpose of realizing these missions, radio
broadcasting was used as an instrument for the acculturation of society to create better
consumers and citizens. Programs on politics and political news, as well as art and
culture, were thus broadcasted by BBC to educate the British masses. Programs
related to art and culture to improve the taste of the working class were regarded as a
public service by BBC to attain a balanced society. In addition, it was believed that an
improvement in the aesthetic taste would also bring moral upheaval to the audience.
Democratization of these values and their practices were necessary and done by means
of the principles broadcasted by BBC, as well as by the survival of art within the
consumer culture.”*! The artistic and architectural production in the UK was
considered to be in decline after the WW1. The upper classes, who patronized art
before the WW 1, could no longer sponsor the art due to the societal reconfigurations
in the class structure through economic reconstruction, higher taxation to the wealthy,
and the steps taken towards the welfare state following the war. The popular taste of
the working class was perceived as another threat to the arts. By democratizing art,
which is expanding the availability of art and art knowledge for all social classes, BBC
aimed to sustain high artistic production while also enhancing the taste of the working
class. Thus, radiophonic representation of art and architecture reconciled high art with
popular culture.?*> The architects, who conventionally identified the profession by
highlighting its distinction from the common construction practice, now joined the
mundane medium of radio as well.>*? They took the educator role in radio for the public
to have an elevated taste in architectural design. Public voice as transmitted via radio
into the domestic environment extended the effect of mass media in a way that was

never achieved through publications.?** (fig. 27) Yusaf’s explanation of the hyper-
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traditional relationship between house and radio reveals the magnitude of the impact
of electronic media on art, architecture, and domestic space in the early 20th century.
With the further advancements of information and communication technologies,
media and mass culture became even more influential social dynamics; the private

sphere, simultaneously, has become more open to media influence.

In “The Un-Private House”, Terence Riley argued that the private environment has
become increasingly “permeable” since the WW2 in reference to Heidegger’s concept
of “distancelessness”, the uniformity of distance and relationships obtained by the
transmission of sounds and images. Riley reminded the long-accepted division
between public and private and work and leisure as a result of the bourgeois culture.
After the WW2, the private house started to change in parallel with the changes in the
media technologies, domesticity, and conditions of labor. The “duality” of public and
private, work and leisure in this context became ambiguous through the erosion of
physical and cultural boundaries by media. 2*> However, postulated duality and
separation between public and private in Riley’s statement had already been refuted as
such by others.?¢ In this regard, Beatriz Colomina pointed out a correlation between
the housing of the 20"-century modern architecture and the media presence within the
house. Taking the early 20"-century avant-garde examples, such as Mies Van der
Rohe’s Farnsworth House, Philip Johnson’s Glass House, George Keck’s Crystal
House, Paul Nelson’s Suspended House, and Frits Peutz’s Schunck Glass Palace,
Colomina identified “surveillance” and “control” through the “transparent fagade” and
“open plan”. According to her, towards the mid-20" century, an “x-ray architecture”
became widespread among the ordinary household. Similar to x-ray machines that
monitor the human body, the extensive use of glass in domestic architecture opened
the inside of the house to the public. The television culture, in this context, acted as
another media agent that enhanced the engagement of public and private. The

electronic media penetrated the house, and as such domesticity itself began to be the
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focus of media programs. >*” The spatial link between public and private spheres
through architectural arrangements such as a transparent fagade and an open plan has
evolved into the more virtual forms of access conducted by media. An interior or
exterior gaze through a glass window, for example, turned into a media display through
the publicity of house or domestic media consumption. Television, in this sense, must
be seen as a cornerstone regarding the media presence within the house, due to pivotal

position in mass culture, conspicuous consumption, and visual and auditory nature.

In “Electronic Hearth: Creating an American Television Culture”, Cecelia Tichi
analyzed the impact of television on the domestic sphere in the USA. After the WW2,
television became a core piece of the consumerist suburban culture. Having a
television set was perceived as a sign of prosperity, social status, and also a goal and
desire of home life within the domestic environment. Correspondingly, the producers
and advertisers marketed the television in a way similar to decoration and furniture
commercials and manipulated the aspirations of the consumers. In the first place and
as a domestic object, the television was distinguished firmly from the radio because it
became a conspicuous commodity and hence required a central position in the space
to accommodate its visual quality. 2*® Secondly, television transmitted signs, sounds,
and images and could merge the public and private spheres in a very short amount of
time. The private sphere instantly obtained the characteristics of the leisure activities
done in the public sphere by television, which indeed, simulated the function of public
events such as cinema, theater, concert, and exhibition. Television reorganized the
encompassing space and social relations towards an unusual and vague state, 2*° seen
in such things like the advertisement slogans presenting television as: “the biggest
window in the worlds”, “a looking glass through which the viewer becomes a modern
Alice”, “the greatest show on earth”, “the answer to man’s ageless yearning for eyes

and ears to pierce the barrier of distance”, “magic carpet ride”, and “university”.

According to the commercial messages: “All the World’s a stage” and “Television
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cameras will be your eyes” and “will topple the tower of Babel”.?>? (fig. 28) Regarding
the characteristics of television both as a medium and an object, it can be said that it
embodied a liminal space between private and public, national and international, inside
and outside. Television took the place of hearth and its ‘sacredness’ by putting the
commodity fetishism and consumer culture at the center of house. According to
Margaret Morse, television is “a personal reliquary for fetish objects, or sacra, at the
crossroads of everyday life, the commodity world and our common culture”. It
incorporated the privacy of home with the “communicationally present places”.?>!
From Tichi’s perspective, it is evident that television took the engagement of house
and mass culture, global and local, and public and private, one step further. Television
demolished the spatial obstacles and provided direct access to media content — whether
global or local — for having leisure and entertainment in home comfort. The visuality
inherent in television as a transmitter and object enabled media consumption to occupy
a focal place in the house, both spatially and ontologically. While television began to
be the central piece of any room it was placed, most commonly the living room, the
furniture around it was placed in accordance with it too. It has also been associated
with such ontological place attachment features, as ‘security’ and ‘warmth’, by
gathering the family around and providing leisure and entertainment which are features
analogous to a hearth in the home. It would not be wrong to say that television and, in
general, electronic media had an almost irreversible impact on the use and design of

domestic space following the WW2.

The consumer choice had a limited power on determining the amount of use of
information and communication technologies in the house which, in fact, redefined the
private sphere in terms of spatial experience. For example, television entered into the
heart of the house from the living room which is the “most public/formal space”. In its
early periods of use television had created for the inhabitants of the house a sense of

“togetherness”, as the members gathered around the television set. The creation of
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“through lounge” is considered to be the architectural reflection of the togetherness
brought by television.?*? ‘Through lounge’, in which the kitchen and dining room are
integrated into the living room to create a common area, was introduced in the post-
war period as an answer to the need to watch television while doing other domestic

activities.?>3

In time, television started to penetrate more into the private spaces of the
house such as, its bedrooms and kitchens. An engagement similar to the one between
the television and the private space surfaced in the case of other electronic media, such
as radio and computer as well. The unprecedented technological advancements in the
modern era thus, enabled further miniaturization and development of personalized
media, such as developing mobile phones that resulted in the decentralized, individual,

and isolated use of the electronic media.?**

According to David Morley, with the
invention of mobile devices media went through a “de-domestication” process through
which the ontological meaning of the domestic environment outgrew the house and
got involved with the public sphere.?>> Morley’s theory can be interpreted that
electronic media delivers domestic feelings such as comfort, security, and control.
With the miniaturization and mobilization of media, these ontological feelings went
beyond the home due to the sense of homeyness carried by individualized electronic

media.

Baudrillard, from a different perspective, argued on the “disappearance” of the public
and private spheres in relation to the invasion of the house with electronic media. The
omnipresence of the commodity culture and advertising converted both the exterior

and interior into spaces of consumption, spectacle, obscenity, and alienation.?*¢ In this
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case, architecture has become “huge screens upon which moving atoms, particles, and
molecules are refracted”.?>” Space as such, became to represent the “cultural operation
of the commodity” that is diffused by the juxtaposition of the mass communication
channels.?>® In other words, the ubiquity of mass culture commodified the public and
private space as well. Likewise, by using the metaphor of an astronaut or, in his words,
an “encapsulated man” for the isolated individuals of mass society, Lewis Mumford

demonstrated the ubiquity of mass culture by saying that:

Is it not rather the state that the mass of mankind is fast approaching in actual life, without
realizing how pathological it is to be cut off from their own resources for living, and to feel no
tie with the outer world unless they are connected with the Power Complex and constantly
receive information, direction, stimulation, and sedation from a central external source, via radio,
discs, and television, with the minimal opportunity for reciprocal face-to-face contact? The
stringent limitations of the space capsule have already been extended to other areas. Technocratic
designers proudly exhibit furniture planned solely to fit rooms as painfully constricted as a rocket
chamber. Even more ingenious minds, equally subservient to the Power Complex, have already
conceived a hospital bed in which every function from the taking of temperature to intravenous
feeding will be automatically performed within the limits of the bed. Solitary confinement thus
becomes the last word in ‘tender and loving care.?’
Akin to Mumford’s analysis, Marshall McLuhan stated that the idea of the
claustrophobic “closed space” does no longer exist by means of instant information
access. The enclosed space, which was associated with the guilt and confinement of
prisons in the West since the 131-14" century, is now far from being restricted and
segregated from the society due to the availability of electronic communication. In the
world of utter interaction, everyone is deeply linked with each other. >°° In other words,
virtual accessibility and, thus, virtual interaction through mass communication
transcended the physical limits of the space. The enclosure lost the meaning of

isolation or restraint from society because of the interconnection of people via mass

culture. Along with the omnipresence of mass culture and mass media that Baudrillard
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and Mumford speak of, Baudrillard introduced further the idea of “end of the panoptic
system” in which the omnipotence of media resulted in constant surveillance without
a center. He suggested that the new system of information does not offer a distinction
between ‘active’ and ‘passive’ gaze.?®! Centrality was resolved in mass culture in
which “you are information, you are the social, you are the event, you are involved,

you have the word, etc.”?%?

The artist Dan Graham interprets the decentralized information flow regarding the
domestic sphere and mass media in his artworks and essays, like “Alteration” (1978)
and “Essay on Video, Architecture, and Television”. (fig. 29, fig. 30, fig. 31) For his
work, “Video Projection Outside Home” (1978), Graham installed a big monitor
outside of a suburban dwelling to display the interior while the inhabitants watched
television. (fig. 32) He aimed to emphasize the vague correspondence of video with

263

the window and mirror.=°° He interpreted the role of glass as the instrument of social

segregation. The glass mediated the hierarchy between the controller and controlled,
employer and employee, producer and consumer. The mirror reflected the “de-
totalized, incomplete, lost, not-graspable” portrait of an individual. Graham envisaged
that the society manifested itself in an “architectural code” which is replaced by

television, by crossing the limits of the space?%*

The distribution of both films and broadcast-television represents an asymmetrical imposition of
information by capital. Film is a consumption product, as is broadcast-television, which, in the
interest of advertisers of products, installs a terminal in the home and controls access to
information. The concentration of power through capital is also facilitated through the
mythology contained in the story-lines of programs and advertisements, and through withholding
or controlling the availability of information. The centralized production facilities of film or
broadcast TV exploit the saleable (product) aspects of culture at the expense of the existential.
A cable system by contrast presents the possibility of becoming two-way and de-centralized.
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Individuals, families, and the local, extant cultural system could be given potential self-

determination and control. Local cable television could feed back the immediate environment.2%
Paul Virilio, sharing a similar perspective, argued that “the technology question is
inseparable from the question of where technology occurs.”2%¢ Accordingly, house as
a junction within the communication network technology became accessible through
the electric line rather than its physical presence.?” As Zygmunt Bauman identified
with the “phantasmagoric place”, the “realm of the far” penetrated into the “realm of
the near”. Therefore, home is now associated with its “virtual meanings, as mediated
by culture and communications”.?®8 In this sense, the electronic media signified “the
rediscovery of home”. 2 Tt can be argued that the meaning attributed to the house as
home has changed and exceeded its spatial boundaries with the domestication of mass
communication. The home, which ideally signified the place of segregation from the
outside world since the 19" century, came to be identified as a connection point where
the remote virtual meanings overlap the physicality of space. On the other hand,
according to Charles Rice, the double characteristics of the home interior as an image
and space have been present since the beginning of the modernity. The interiors were
perceived as the combination of image and space rather than merely spatial dimension;
yet, the forms of the image have been changing. Interiors were represented and
‘imaged’ through decorational styles and products of consumer culture that constituted
meaning and a level of communication. With electronic media, the representational
images of the interior, identified by decorational styles, gave way to the machinic
forms. The image that turned into the machinic forms became more notable than

before.?’? Therefore, according to Rice the mediation of domestic space by
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miniaturized technology indicates a technical transition rather than a radical change.?”!
Moreover, instead of jumping to a conclusion to claim that the world is turning into “a
global village™’?, as stated by Marshall McLuhan, it is important to note that
geography still acts as a binding factor in the case of media and that the nation-states
control and restrict information in any case; whether international or national. House

273 that can

becomes a “tension zone” between the global media and the local reality
only procure “secondhand emotions” or “global familiar”.?”# That is why house and
media need to be evaluated based on the specific contexts and cases in which
geography, socio-economic structure, and culture are the determining factors. The
house/media relationship in the modern Turkish context, in this regard, serves as a

unique and illustrative example.
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CHAPTER 3

LATE OTTOMAN ERA

3.1. Production, Industrialization and Economy in the 19th Century

Turkey’s relationship with the modern industry and economy had its origins in the
Ottoman Empire in the 19" century when the capitalist influence?”> and the first
industrialization attempts began.?’¢ This relationship materialized in a number of
ways. On the one hand, treaties were signed, between 1838 and 1841, to allow for free
trade with the industrialized European countries which gave way to the construction
of railroads with foreign investment, exportation of agricultural products, and the
destruction of traditional industry due to imported products.?’”” On the other hand, the
state initiated a factory-based production system after the 1840s under its control
which progressed well into the Tanzimat period of the 1860s, with the encouragement
of private enterprise.?’® The system, yet, failed soon because of the insufficiencies in
experience, knowledge, capital, banking system, resources, and transportation and

communication infrastructure and thus ended up with the intervention and domination
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of foreign investors in the private sector.?’” Ninety-five private companies were
established mostly by the foreign entrepreneurs, mostly English, Austrian, and French,
in the second half of the 19" century in mining, public services and industry,
transportation, banking and insurance, and trade sectors. These companies operated to
invigorate the demand for capital, machinery, and qualified personnel from Europe
rather than developing the national manufacturing industry.?® Nevertheless, these
practices set up the basis for the industrialization endeavors in the Republic of Turkey;
though it was short-lived some experience was gained,?®! few factories were built??,
and foreign sources and technology became available and indispensable.?8* Compared
to the industrialization that occurred as a complete transformation of all socio-
economic structures in the West, it can be said that industrialization in the Ottoman

Empire was a foreign-dependent and discontinuous process.

The shift to factory-based production, private/foreign investments, and close social,
economic, and technological relations with Europe had certain reflections on the
production and use of domestic space regarding the houses of the Ottoman elite. New
housing typologies emerged, such as summer houses, row houses, and apartments.?8*
Apartments became the most prevalent among the other types due to the high demand
prompted by the desire to emulate the French culture. Apartment buildings proliferated

particularly in Pera, Galata, and Beyoglu, the centers of urban change, and expanding
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commercial and trade in Istanbul.?8’

With the move to the apartments, domestic
utilities such as electricity and sewage system and Western style mobile furniture also
entered into the life of the households?® as the signifier of the new industry, economy,
and consumption model. Just as the state attempts to adapt the industrial production
and technologies to catch up with the era, the new housing types, consumer habits, and
lifestyles were emulated by a wealthy and elite social group in Istanbul. The first

change in consumer culture in the Ottoman context also began in Istanbul, where

Industrialization started.

3.2. 19" Century Cultural Shift

The Tanzimat period which witnessed the penetration of Western consumption norms
into the Ottoman Empire in the 19" century represents the first phase in the history of
development of Turkish consumer culture.’®’” The Ottoman culture had indeed
glorified modesty and, in this respect, avoided conspicuous consumption, which was
in line with the Islamic norms before the Tanzimat period. 2*® Improvement of the
transportation and communication channels with Europe, the export of European

goods, emerging Turkish mass media through the first newspapers and periodical

9 290

publications,?® such as Takvim-i Vekayi and Ceride-i Havadis*°, and the rising

significance of advertising, among other developments that had occurred in the
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Tanzimat era, changed the perception of traditional consumption.?”! Western-style
public spaces such as department stores, cafes, restaurants, music halls, theatres, and
hotels opened first in Beyoglu, Pera, and Galata in Istanbul became the venues of new
tastes, fashions, and consumption and entertainment habits of the Ottoman bureaucrats
and elites.?*? (fig. 33 and fig. 34) The private sphere, likewise, displayed “a highly
cosmopolitan mix of tastes and culture”, with the combination of European and
traditional Turkish elements of decoration and furniture in the interior design of the

3

upper-class houses.?®> Consumption was now perceived as a necessity for

294 The shift in the consumer culture was

modernization by the upper social classes.
spatially manifested with the move to apartments and changing relationship between

public and private.

3.3. Apartment and the Changing Concept of Privacy

Until the Western lifestyle penetrated the domestic sphere in the 19" century, the
division between public and private was strictly defined in the Ottoman period.?*> The
private sphere, associated to the house was ideally closed to the public sphere and any
outside gaze.?’® The 18" century upper-class Ottoman houses were designed to
accommodate the need for such privacy so that the public events could take place
outside the domestic sphere. In the framework of the traditional gender-space division
in the house, the inner rooms of the house (haremlik) were exclusive to the family and
the household activities while a reception room (selamlik) was reserved for the public

events and guests of the patriarch of the family.?®” Aside from the separation between

291 Kurukamgi, “Osmanli imparatorlugunda Tiiketim Aliskanliklarini Degisimi”, 6-9.
292 Ibid., 16-22.

293 Bozdogan, Modernism and Nation Building, 193.

2% Kurukamgi, “Osmanli Imparatorlugunda Tiiketim Aliskanliklarinin Degisimi”, 8.
295 Nasir, Timur and Giirel, “Living Rooms Occupied”, 2-3.

296 Giirel, “Designing and Consuming Modern in Turkey”, 461.

297 Nasir, Timur and Giirel, “Living Rooms Occupied”, 2-3.
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the inner rooms and the reception room, the function of the rooms was unassigned.?”®
Conspicuous consumption was avoided as it would conflict with the Islamic
understanding of modesty. Spatial segregation and consumption habits, however,
began to change starting from the 19" century. The most illustrative change towards
Westernization and modernization was the emerging apartment buildings and
apartment culture in Istanbul. * The apartment buildings, adapted from the French
apartments, accommodated one or more apartment flats on each floor. Due to the
unavailability of apartment flat ownership, apartment buildings had only one owner,
and the apartment flats were rented to tenants.’° The design and use of private space
introduced via the apartments suited the new patterns of domestic culture and
consumption, as well as the changing concept of privacy among the Ottoman elite. The
traditionally cherished values of modesty, household privacy, and gender segregation
were thus challenged by a highly different domestic sphere in terms of space and
function.>*! Although each apartment had distinct characteristics, there were common
determinative features regarding plan configuration. Intermediary spaces, primarily,
the hall and secondarily, the foyer and corridor, served for the circulation. The hall,
similar to the sofa that functioned as a circulation as well as a gathering space in a
traditional Ottoman period house, provided access to the rooms in the apartments.
Foyer were specified as the transition space in the entrance, and the corridor was the
small circulation space connecting the rooms. Wet spaces, namely the kitchen, toilet,
and bathroom, which were outside of the Ottoman house before, were included in the
19™-century apartments. Rooms were multifunctional and varying in size, and some
of them were substantial or interconnected, unlike the non-hierarchical and
disconnected rooms in a traditional house.’*? Nevertheless, the most prominent form

of spatial evolution in this period regarding public and private is that the substantial

298 Giirel, “Designing and Consuming Modern in Turkey”, 460.
299 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5.

300 Melek, “New Interpretations of Domestic Space and Life”, 54.
301 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5.

302 Melek, “New Interpretations of Domestic Space and Life”, 61-66.
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room placed on the fagade side was designated as a “parlor” (salon), a reception room

to accept the guests. 3%

(fig. 35) The parlor as the most public space of the house
became a venue for status display and socializing, for both genders as well as outsiders.
Furniture played an essential role in the spatial and functional setup. Eclectic interior
designs, furniture, and conspicuous objects such as piano that mixed traditional
Ottoman furniture and the European furniture demonstrated the liminality between the
Western and the traditional; at the same time, symbolized both conspicuous
consumption and modern.>** Towards the end of the 19" century, rooms started to be

functionally specified through furniture, such as bedroom and dining room.3%®

Dining room, often planned adjacent to and connected with the parlor, became a room
that was specified functionally through furniture. Dining, which was previously a
traditional and private family routine became a modernized public and social event in
the later 19" century®*®, was culturally embraced by the Ottoman elite under the
influence of the transformed dining habits in the Ottoman palace, French and European
culture and etiquette, and the practice of dining outside in cafes and restaurants as in
the West.37 Thus, a period of cultural dualism emerged in the Turkish and European
lifestyles, as in other areas of the period. This cultural dichotomy is portrayed very
vividly by Ahmet Mithat in Felatun Bey ve Rakim Efendi (1875). Felatun Bey, a person

who frequently visits Pera, the European quarter of Istanbul, has adopted the European

393 Oncel, “Apartmanlarin planlanmasinda olasi etkilenmelerin sorgulanmasi”, 307-341.
304 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5.
395 Ayse Derin Oncel, “Sosyal Hayat ve Yasam Bigimleri”, in Apartman: Galata’da yeni bir konut tipi

(istanbul: Institut Frangais d’études Anatoliennes, 2010), 220-262,
https://books.openedition.org/ifeagd/1588.

396 Ozge Samanct, “Osmanli Kiiltiiriinde Degisen Sofra Adabi: Alaturka-Alafranga Ikilemi”, Toplumsal
Tarih, no: 231 (March 2013): 23. The table setting adopted in the Ottoman world remained almost the
same for all segments of society until the 19th century. The meal was eaten from a shared plate on a
tablecloth or a tray, and no other tableware was used at the table other than the spoons used for soup,
compote, and pilaf. Eating with the three fingers of the right hand was a norm that had to be adopted in
etiquette. Washing hands before and after eating was an invariable ritual of table manners. The table is
prepared in a portable order; it could be set up in any room or garden. There was no concept of a dining
room.

307 Ibid., 25. Tables, chairs, and European-style porcelain plates and cutlery, which entered Ottoman

palaces and mansions as an interior decoration material from the end of the 18™ century, began to be
used functionally in the last period of Sultan Mahmud II's reign, starting from the 1830s.
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style of life; Rakim Efendi, on the other hand, portrays an Ottoman loyal to the
traditional way of life. While Rakim Efendi eats in the traditional style at the floor
table, Felatun Bey eats with cutlery in Pera's elegant restaurants.>® The etiquette books
of the period, such as Ev Kadini (1882) by Ayse Fahriye and Avrupa Adab-1 Muasereti
Yahut Alafranga (1894) by Ahmed Midhat Efendi were also educational in both table
manners and the spatial organization of dining room. In Ev Kadini, Ayse Fahriye
mentions the dining room as a new spatial concept in domestic sphere besides the
discussions on table layouts and manners. According to the writer, the rectangular
table should be located in the middle of the dining room besides a buffet and fountain
for handwashing.’® (fig. 36) Ayse Derin Oncel gives an architectural insight into
emergence of dining room by analyzing the 19'-century apartment plans in Galata.
Oncel points out double or triple schemes such as parlor-dining room (salon-salle a
manger in French or salon salomanje as adapted in Turkish), parlor-side rooms, parlor-
guestroom in the front facades of Istanbul apartments in the last quarter of the 19" and
the beginning of the 20™ century. 3! (fig. 37, 38, 39, 40) The advertisements of the
period and the information about the furniture shops also serve as evidence for the
adaptation of parlor/dining room concept in Ottoman domestic architecture. For
example, an advertisement of a furniture shop owned by M. Chavin in the Journal of
Constantinople in 1864 announce the novelties that came from Paris, including parlor
and dining room furniture. Psalty furniture shop is another example which promoted
furniture for bedrooms, dining rooms, parlors and study rooms for sale as well as
dinnerware and silver cutlery to rent for dining events at home.’!! All these novelties
in consumption and domestic space related to dining practices are indicators of the
change in the relationship between domestic and public spheres towards the end of the

19™ century. The parlor and dining room suite preserved its significance following the

308 Thid.
309 Ibid., 26-27.
310 Oncel, Apartman : Galata’da yeni bir konut tipi, 307-341.

311 Ibid., 220-262.
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19™ century as well. In fact, the parlor and dining room/corner can be defined as the

core units of the public part of the domestic space in the modern Turkish context.

Privacy and spatial segregation, nevertheless, were never lost and had remained as a

312 The Victorian notion of

cultural concern throughout the 19" and 20" centuries.
segregated space, first appropriated in the Turkish context in the 19™-century
continued to be practiced in the context of domestic modernity in the Republican era.
It comforted with the spatial expectations of the Republican domestic environment
that were reminiscent of the Ottoman norms of privacy. Segregated space enabled
parlor to be represent domestic modernity and hid the daily or traditional domestic
activities until the 1980s rather than being a response against the forces of
Industrialization as in the West. European furniture and consumption items, including
such iconic consumption markers as piano, are exhibited in the parlor-dining schema

as the tokens of the West-oriented transformation in culture and consumption within

the domestic sphere.

3.4. Piano: An Icon of Europeanization

Piano became the subject of an increasing interest, first by the Ottoman palace (fig.
41) and Pera’s non-Muslim population and then by the Muslim population, particularly
the high-level bureaucrats of Istanbul in the 19" century. The fact that at least 80 piano
stores, 24 piano tuners, and 28 piano teachers per year were recorded in the eastern
trade annals between 1868 and 1925 is an indication of the widespread use of piano in
Istanbul.3!3 According to Alimdar, the interest in the piano inthe 19'™-century Ottoman
context was closely related to the music industry and technological developments in
Europe, especially the transition to the mass piano production as a result of the high
demand of European middle class. With the popular concerts and, more importantly,
the expansion of music publishing as a result of the development of printed media
technology, the interest of the European middle class in music production has

increased. Produced in high volumes and offered at reasonable prices, notes were one

312 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5.

313 Selguk Alimdar, Osmanli’da Bati Miizigi (istanbul: Tiirkiye Is Bankasi Kiiltiir Yayinlar1, 2016), 232.
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of the factors that democratized amateur music production at home; thus high demand
and technological advancements made mass piano production possible. Enhancements
in piano industry and production, in tandem with the availability of the printed musical
notes, made the piano became the core instrument of home music practices of the
Western middle class. It adorned the European middle-class houses and became an
object of material culture within the private sphere with its decorative character .>'* As
the music market developed in Istanbul through the proliferation of producers, shops,
and tuners mainly with a Western origin®!®, playing piano became an important
occupation within the private sphere, especially amongst the elite Ottoman women, as
the symbol of status and Europeanization.>'® (fig. 42) The houses with pianos were
considered to assume a Western look while obtaining piano skills were an objective

for achieving the European lifestyle.

Families with good financial status hired private teachers to give piano lessons to their
children. Foreign tutors who came from Europe to teach piano were indeed very
popular. The advertisements in the first Turkish newspaper Ceride-i Havadis (1840-
1864) promoted the piano teachers and lessons. For example, announcements like “it
has been announced that one of the European piano players will come to Dersaadet
and teach those who want to play the piano for a fee and that their place will be
questioned by Ceridehane” and “a European woman, skilled in playing the piano saz,

will train those who want to learn the instrument for a reasonable fee” were published

314 Ibid., 230-231.

315 Coppini, Comendinger, E. Kaps, Bechstein, Mason&Hamlin, F. Neumeyer, Giitschow, Rosenkranz,
Erard, Pleyel, Elcke, Schwander, and Rodolphe were the prominent brands with Western origin in piano
industry located in Pera, Galata, and historical peninsula in the 19th century. Yesim Odiil Karakaya,
“Bir Kiiltiirel] Sermaye Birikim Araci Olarak Piyano” (Published Master’s Thesis, Hali¢ University,
2018), 39.

316 Families with good financial status hired private teachers for piano lessons for their children. Foreign
governesses who came from Europe to teach piano were also common. Although it is identified with
the high socio-economic status, it also popularized enough to be included in the curriculum of some
schools towards the end of the 19th century. Kurukamgi, “Osmanli Imparatorlugu’nda Tiiketim
Aligkanliklarinin Degisimi”, 43. Alimdar, Osmanli’da Bati Miizigi, 230-232.
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during the mid-19" century.?!” These newspaper announcements illustrate the interest
in piano and home music practices. Besides newspapers, Turkish literature was also
instrumental in the representation and popularization of home pianos. Especially
Servet-i Fiinun’'® novels such as Feldtun Bey ile Rikim Efendi (1875) by Ahmet
Mithat, Araba Sevdasi (1898) by Recaizade Mahmut Ekrem, Miirebbiye (1899) by
Hiiseyin Rahmi Giirpinar, Mai ve Siyah (1897) by Halit Ziya, and Karanfil ve Yasemin
(1921) by Mehmet Rauf demonstrate the importance given to piano as an object of
status, conspicuous consumption, and modernization within domestic sphere.’!
Among these examples, Mai ve Siyah and Karanfil ve Yasemin include descriptions
about the spatial and conspicuous qualities of home pianos. Mai ve Siyah, which was
a serialized novel published in Servet-i Fiinun magazine included textual and visual
illustrations of the piano use in domestic interiors. In an illustration by Diran Cirakyan
in the novel, Lamia, who is one of the main characters, is depicted playing piano under
the guidance of her music teacher. The piano is placed in the corner of a parlor
decorated by the mixture of Western and European style furniture that reflects the

eclectic domestic interiors of the 19™-century houses of the Ottoman elite. (fig. 43) In

317 Aytag Yildiz, “Osmanli Modernlesmesi ve Basin: Ceride-i Havadis Uzerine Bir inceleme”, Turkish
Studies Historical Analysis, 14, no: 4 (2009): 1056-1057,
https://turkishstudies.net/files/turkishstudies/2916c4a8-0d59-482e-9¢9¢c-640dd4861346.pdf.

313 The period between 1896-1901 in Turkish literature is commonly referred to as Servet-i Fiinlin
Literature or Edebiyat-1 Cedide (New Literature). By taking Servet-i Fiinun magazine as the main
medium, the poets such as Tevfik Fikret, Cenab Sahabeddin, Ali Ekrem, Siileyman Nesib and the
novelists such as Halit Ziya, Mehmed Rauf, Hiiseyin Cahit, Ahmet Hikmet and Safveti Ziya produced
works in various genres during the Servet-i Fiinun period. Omer Cakir, “Servet-i Fiinun Edebiyati’nin
Ogretiminde Gérsel Materyal Kullamimi”, Mustafa Kemal University Journal of Social Sciences
Institute, 6, no: 11 (2009): 211-236, https://dergipark.org.tr/tr/download/article-file/183149. Kenan
Akyliz described the period by saying that "Servet-i Fiinin or Edebiyat-1 Cedide Era is the last phase
that determines the definitive result of the East-West conflict in Turkish literature in favor of Western
literature, which had been proceeding on since 1860. At the end of this heated phase, which went
through really intense and dynamic works, Turkish literature gained an entirely European character in
terms of mentality, themes, and technique." Kenan Akyliz, Modern Tiirk Edebiyatinin Ana Cizgileri
(Ankara: Inkilap Kitabevi, 1990), 88.

319 In Ahmet Mithat Efendi's novel "Felatun Bey ile Rakim Efendi", Jozefino teaches Rakim's concubine
Canan the piano. The piano teacher of Felatun's sister Mihriban Hanim is a European 'madame.' In
Recaizade Mahmut Ekrem's novel "Araba Sevdasi", Bihruz takes French lessons from Monsieur Pierre.
Anjel in Hiiseyin Rahmi Giirpinar's "Miirebbiye" novel is hired to give piano education to the children
of the house. Lamia in Halit Ziya's book "Mai ve Siyah"; Nevhiz in Mehmet Rauf's novel "Karanfil and
Yasemin" has private piano teachers. Abdullah Acehan, “Batililasma Donemi Tiirk Romaninda Roman
Kahramani ve Olay Yonlendiricisi Olarak Miirebbiye”, Route Educational and Social Scicence Journal,
5, no: 12 (October 2018): 2.
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Karanfil ve Yasemin, the author gives a detailed textual description of the music corner

by saying that:

When they entered the room (parlor), now Nevhiz wanted to show him the corners. She
allocated every corner for a function. One of them was the music corner, where there was a
piano and a musical instrument holder. And the wall seemed to be covered with pictures of all
the composers, small and large, framed or glued under the glass. Above the piano stood
Mozart's sculptures on one side and Beethoven's on the other, small statues were visible in the
small cells and shelves of the music cabinet.??°

Nevhiz’s music corner in Karanfil and Yasemin, alongside the office and

sewing/handicraft corners in the parlor — adjacent to dining room — as understood from

the novel3?!

, serves as a display of the modern facet of the house. The Servet-i Fiinun
novels, which frequently deal with the interior, domestic life, and family, present an
early view from the 19 century Ottoman house and private sphere while illuminating
the spatial effects of the piano as an iconic consumption marker. Accordingly, the
modern furniture sets and the piano, if it was present, were associated with and
displayed in the parlor, which had emerged as one of the functionally defined rooms
as opposed to the multi-functional rooms that characterize traditional single-family

houses of Ottoman capital and Anatolia. The space represented the public sphere and

hence the showcase of conspicuous consumption.

With the transformations in consumption and mass culture throughout the 20 century,
new spatial ‘attractions’ became integrated with private setting, such as piano/music
room, fireplace, American bar, radio and television. They not only became spatialized
and integrated with the parlor-dining schema and were utilized as agents of socializing,
leisure, and entertainment, but were also seen as markers of social status and

modernity.

320 Mehmet Rauf, Karanfil ve Yasemin (Istanbul: Matbaa-1 Amedi, 1924), 240. Selda Giirel, Servet-i
Fiinun Romancilarinin Romanlarinda Tasvir (Published Phd Thesis, Sakarya University, 2013): 159.

321 Rauf, Karanfil ve Yasemin, 240-241. Giirel, Servet-i Fiinun Romancilarimin Romanlarinda Tasvir,
159-160.
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CHAPTER 4

EARLY 20™ CENTURY

4.1. Production, Industrialization and Modern House

In the early years of the Republic, between 1923 and 1929, the state followed the
agenda of the open economy of the Ottoman Empire to reconstruct the industry and
economy which were ruined during the WW 1.%2? The first substantial industrialization
process in Turkey was initiated*?? in the 1930s and continued until the WW2, during
when it was interrupted.?* The aim of the state was to achieve self-sufficiency in basic
consumer products*?’ through the protectionist and statist policies developed under the
conditions of the Great Depression.32¢ industrial development was mainly based upon
the light industry®?” and the production of basic consumer goods such as food and
textile. The first attempts to establish modern facilities for metallurgical, chemical, and
paper industries, and the production of construction materials such as cement, iron,

and steel were also carried out by the state.*?® One of the major actors of the industrial

322 Korkut Boratav, Tiirkiye Iktisat Tarihi 1908-1985 (Istanbul: Gergek Yaymevi, 1998), 37-39. The
Ottoman Empire had a large trade sector that is estimated as 17% in import and 14% in export in 1907
and as 19% import and 15% export in 1913. Between 1923-1929, the shares of import and export as
14.4% and 10.6% in the national income could not be exceeded for the next fifty years, and in this sense,
this period was called an open period in the republic's economic history.

323 Ibid., 45.

324 Ibid., 63.

325 [lhan Tekeli, Sanayi Toplumu i¢in Sanayi Yazilar: (Istanbul: Tarih Vakfi Yurt Yayinlari, 2009), 250.
326 Boratav, Tiirkiye Iktisat Tarihi, 45.

327 Light industry or secondary industry means the industries that produce small consumer-targeted
products such as electronics and clothing. “Light Industry”, Cambridge Dictionary, accessed May 24,
2020,

https://dictionary.cambridge.org/tr/sozliik/ingilizce/light-industry.

328 Boratav, Tiirkiye Iktisat Tarihi, 55.
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development in this period was Siimerbank, which was a state-owned economic
enterprise and national bank that were assigned to establish and operate public
industrial organizations, train the workforce, and encourage and inspect the private
sector.3? Siimerbank manufactured a wide range of products from iron and steel to
shoes and clothing. Siimerbank facilities democratized the basic consumer goods with
affordable prices including decorative household textiles, carpeting, and kitchen
utensils. 3% Thus, Siimerbank can be considered as an influential agent in domestic
consumption and everyday life in the early Republican Period. Although there was no
Fordist mass production and consumption model as in the West in this period, the
state-initiated industrial establishments such as Siimerbank may have provided
democratization in basic and household consumption. In any case, it can be said that
the goal of national and independent industrialization and modernization process
constitutes the dominant theme of the early Republican period. Architecture and
housing production, in this context, were regarded as an extension of the national goals
and were deemed significant to transform the country and society into a modern

industrialized nation.

Modern house was perceived as the expression of industrialization and modernization
in Republican Turkey. The concepts of modern house and machine aesthetic, which
were developed in the West by such pioneering European architects as Le Corbusier,
Frank Lloyd Wright, and Mies van der Rohe, were transferred to the Turkish context
in the form of “cubic house”.3*! The cubic house which was built by reinforced

concrete, was an unembellished and box formed single-family house with terraces,

2% Abdullah Erdogan and Hikmet Zeki Kapci, “Il. Diinya Savasi Siirecinde Stimerbank”, Erciyes
Universitesi Sosyal Bilimler Enstitiisti Dergisi, no. 41 (2018): 83.

330 Gozde Goncii Berk, “Siimerbank Isletmelerinde Tasarima Dair Icerik Analizi: Siimerbank Siireli
Yayinlar1 Uzerine Bir Calisma”, Yedi: Sanat, Tasarim ve Bilim Dergisi, no. 16 (Summer, 2016): 111-
120. In addition to industrialization, Stimerbank enterprises contributed to the social modernization goal
of the early Republican Period through the physical and socio-cultural opportunities they offered to
their employers and workers. Apart from providing housing to the staff and education to their children,
social facilities like library, theater, and sports areas transformed the industrial campuses of Siimerbank
into modern living spaces. The neighborhoods established around these settlements, roads, and railroads
built to transport raw materials have brought a total spatial development in areas where Stimerbank
enterprises were established.

331 Bozdogan, Modernism and Nation Building, 216-234.
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cantilevers, large glass windows, and flat roofs; two exemplary cases are as the
Presidential House (1932) by Clemens Holzmeister and Ragip Devres House (1933)
by Ernst Egli**2. The “cubic houses” were the representations of modern house in
Turkey. (fig. 44) They were considered as the embodiment of the modern principles
of rationality, functionality, beauty, and health. 33 On the other hand, modern
simplicity in architecture was also considered beneficial to lower the construction
process costs under the conditions of the Great Depression.*** The cubic house model,
however, remained mostly as an ideal and was realized in the context of the single-
family residences built by a small group of the Republican elite. The cubic aesthetic,
characterized by an extensive use of rectangular forms and reinforced concrete, 3 on
the other hand, was applied in apartment buildings or “rental houses”,**® such as
Ayazpaga Apartment (1935) by Seyfi Arkan (fig. 45) and housing cooperatives such
as Villas of Ankara (1941).3*7 . Furthermore, the concept of “cubic furniture” emerged
by following the same principles as the cubic house. Furnishing interiors with the low-
priced cubic furniture was more convenient especially for the middle class, which also
aided their desire to reach the cubic house ideal. Household amenities such as
electricity and hot water as well as hygienic conveniences, were among the major
indicatives and achievements of the industrial progress within the private sphere.3
Compared to the Western modernism, the machine aesthetic in architecture was

applied in a manner analogous to the national goals of industrial progress and

332 Sibel Bozdogan and Esra Akcan, Turkey, Modern Architectures in History (London: Reaktion
Books, 2012), 84-90.

333 Bozdogan, Modernism and Nation Building, 216-234.

34 Ibid., 61.

335 Ibid., 216-234.

336 Ibid., 216-234.

337 Bozdogan and Akcan, Turkey, Modern Architectures in History, 83-92.

338 Carel Bertram, Imagining the Turkish House: Collective Visions of Home (Austin: University of
Texas Press, 2008), 198-199.
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modernization. Likewise, the modern house adorned with modern domestic equipment

and furniture was approached and adopted as the signature of modernity.

The 1930s and 1940s, also marks the beginning of the first attempts to find the
authentic voice of Turkish modern and “modern Turkish house” that blends the
Turkish national identity with the modern principles without directly copying the
Western modernism.**° Paul Bonatz’s Saragoglu Housing (1945) with its hipped roofs
and cantilevers and Sedad Eldem’s Fethi Okyar House (1936) with its wooden
structure and roof overhangs are two demonstrative examples for the modern Turkish
house built in the 1930s and 1940s, that hybridized the traditional and nationalist
architectural ideas, concepts, elements, and spatial configurations with modern
rationality and function.**® (fig. 46) The modern house and modern Turkish house
became more mature and popular, especially among the emerging bourgeoisie in the
postwar era’s political, social, and economic climate in Turkey and under the impact
of liberal economy and Americanization.’*! Similarly, the modern house concept
found means to spread among the middle and upper-middle classes, mainly through
the apartment blocks. The Republican modernization affected not only the industry,
economy, and production of domestic space but also the culture and consumption. A
more homogenized consumer culture started to be established by the proliferation of

printed media and the introduction of radio.
4.2. Modernization and Media

In the early years of the Republic, the Kemalist**? modernization project was pursued
and disseminated from the state elite to the public due to the absence of basic entities

of modernity such as “industrial city, capitalist production, and the autonomous

339 Bozdogan and Akcan, Turkey, Modern Architectures in History, 141.
340 Ibid., 100-103.
341 1bid., 141.

342 Kemalism is a set of political principles established by Mustafa Kemal Atatiirk (1881-1938) as the
basis of Turkish nation-state. George T. Kurian, “Kemalism”, in The Encyclopedia of Political Science,
ed. by George T. Kurian (Washington, DC: CQ  Press, 2011), 890-891,
http://dx.doi.org/10.4135/9781608712434.n844.
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bourgeois subject”.’* The transformation in consumer culture was driven by the state
ideology of modernization and Europe-oriented westernization in both the public and
private spheres, despite the weak economic conditions.*** As a materialization of the
state ideology, radio was introduced in 1927.34 It served as a direct medium of mass

346 Until the invention of television radio was

communication than the printed media
used to promote the new officially molded culture or ‘high culture’ of the republic,
nationalism, modernization, technology, and as such functioned as an agent to enable
the new forms of everyday life penetrate into the society.**’In a radio advertisement
published in the Ulus newspaper in 1938, an illustration of the Turkish Independence
Monument (1927) in Ulus, Ankara, which had bronze figures with Mustafa Kemal
Atatiirk on a horse, was used as the background of the promoted radio image. (fig. 47)
Radio image that signified the modernization and industrial progress was fused with
one of the most prominent landmarks of the nation. Similarly, another advertisement
dated 1947 emphasized national industrialization by promoting the product as the
‘masterpiece of the post-war industry’. (fig. 48) Even though radio entered the Turkish

context starting from the late 1920s, its culture influence reached its peak in the 1950s

and 1960s,>8 as a result of the start of the private advertisements that began in 195134,

343 Sibel Bozdogan, “The Predicament of Modernism in Turkish Architectural Culture: An Overview”,
in Rethinking Modernity and National Identity in Turkey, ed. by Sibel Bozdogan and Resat Kasaba
(Seattle: University of Washington Press, 1997), 136-137.

3% Mustafa Organ, Osmanli’'dan Giiniimiize Modern Tiirk Tiiketim Kiiltiirii (Ankara: Kadim Yayinlar,
2004), 122-123.

35 Ibid., 159-163. Until 1951, the radio broadcasting in Turkey had no relationship with the private
advertising sector because of the underdeveloped state of the sector. The radio broadcasts included only
public sector announcements and advertisements. The private advertisements started to be broadcasted
after 1951, with contracts done one-year in advance.

346 K arpat, “The Mass Media: Turkey”, 275. Periodicals, especially “illustrated family magazines” such
as Muhit and Yedigiin, promoted the new official culture or ‘high culture’ of the republic, nationalism,
modernization, technology, and were instrumental in shaping everyday life and domestic space.
Representation of the private sphere was a particularly crucial theme in these magazines as it was used
to educate the audience about modern homes and interior designs. Bozdogan, Modernism and Nation
Building, 203.

347 Ahmet Oktay, Tiirkiye de Popiiler Kiiltiir (Istanbul: Yap1 Kredi Yayimlari, 1993) 51-52.

3* Murat Belge, “Tiirkiye’de Giinliik Hayat”, in Cumhuriyet Dénemi Tiirkiye Ansiklopedisi Vol. 4, ed.
by Fahri Aral et. al. (Istanbul: Iletisim Yayinlari, 1983), 864.

349 Orcan, Osmanly’dan Giiniimiize Modern Tiirk Tiiketim Kiiltiirii, 122-123.
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the proliferation of the radio sets in households®>°, and the establishment of TRT
(Turkish Radio and Television Corporation) in 1964. The establishment of TRT
represents a milestone as it gave way to an increase in the power current, the number
of radio stations, and number and quality of the programs.®*! It prevailed as the most
effective medium amongst the communication media, prior to television, during the
times when illiteracy was still widespread, and the production and distribution of
printed media were insufficient.3>? In other words, radio was instrumental in reaching
and educating the masses and delivering state propaganda even when other types of

communication media were not available.

Developing the capacity and diversity of the printed media was given priority and
sponsored by the state to increase literacy and indoctrinate the masses as well. The
press was sponsored and controlled by the state. Book publications also supported by
the state in order to propagate the Western framework on political and social matters,
introduce the Latin alphabet, and increase and democratize literacy.’>® First
professional periodicals on architecture began to be published in the first decade of the
Republic. Mimar/Arkitekt (1931) and Yap: (1941) were two pioneering periodicals in
this respect. The main goals of the early architectural periodicals were to establish a
ground that would unite the architects to discuss issues of current professional practice,
inform the young professionals about the contemporary architectural agenda, and

354 Translated

present modern architecture through Western and Turkish examples.
articles, manifestos, and a variety of projects and cases were published to make the

architects became acquainted with modern architecture. 3> For example, the housing
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Yaynlari, 1981), 113.
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no. 15 (Spring, 2012): 75.
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designs of prominent architects of the period, such as Le Corbusier, Frank Lloyd
Wright, and Robert Neutra, were discussed and became sources of inspiration and

information to design modern Turkish houses.?°

Modern architecture, as a revolutionary break, was indeed associated with the
Kemalist revolution. Theoretical and technical information and projects related to
modern architecture were issued to contribute to the realization of the Kemalist
modernization.*” In this context, modern house signified the modern progress, as an
article in Modern Tiirkive Mecmuas: titled “What is home and how should it be set
up?” stated in 1928: “In our country, the idea of the house is barely beginning to
emerge as a special institution and organization following this higher (European) level
of civilization. Like many other good things in life, the Turkish citizen is getting to
know the idea of the house only now, in the Republican period.”*>® Both in the
architectural and popular media, modern architecture, modern house, and modern

furniture were represented as the epitome of the goal and process of modernization.>
4.3. Modern House, Domestic Musealization and Media

The cubic house characterized by unadorned, reinforced concrete, and rectangular
surfaces, flat roofs, terraces, cantilevers, and large glass windows was truly realized
only in the privately owned villas of the Republican elite. *° These cubic houses, were
designed to provide the rationality, function, and health praised by the modernism as
well as the traditional perception of the privacy, praised by the society. The blurring
division between public and private spheres and the emerging multifunctional living
room concept, used both for the family and guests in the West had not been

appropriated immediately by the Republican culture. Public and private spaces of the
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houses continued to be defined regarding the separation between the parlor and the
other rooms as a remnant of the traditional house layout.*¢! Parlor served as the public
sphere inside the private one, displayed the status of the family to the guests and veiled
the actual domestic life that took place in the background.*? In the private parts of the
house, the function of the inner rooms began to be specified such as the master
bedroom, children’s room, and dining room.*%? (fig. 49) Windows, as another example,
were designed larger to receive sunlight and support a healthy environment in
accordance with the modern movement; at the same time, the house and its privacy
were protected from the outsiders and outside gaze with courtyard walls and curtains

on the windows.>%*

The ambiguity and engagement of inside and outside of the
domestic space mainly through the transparent facades and open plans in the West in
the early 20" century did not apply to the Republican houses. The parlor, in this regard,
defined a liminal space between public and private spheres. The Republican elite
appropriated the parlor as a stage to exhibit the republican ideals of modern house and
domesticity. Although the parlors had been in decline in the West in favor of the multi-
functional living rooms beginning from the late 19" century, they became subject to
“domestic musealization” or “museum-salon” practice in Republican Turkey; that is,
the parlor was conceptualized as a private gallery to exhibit social status rather than a
space for domestic activities, and as such was kept isolated from the rest of the house.
Decorated by expensive furniture it was used only to host the guests. In other words,
the space was adorned conspicuously but remained unused by the household itself.3¢3
Domestic space and the relationship between public and private spheres started to be
transformed under the influence of the new Republican culture; at the same time, new

domestic ideals became subjected to the media and disseminated to the masses via

architectural and popular printed media and radio broadcasting.
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The architectural publications of the early Republic were Mimar/Arkitekt and Yeni
Mimari (New Architecture). It can be said that both journals propagated the ideals of
modern architecture and domestic space, especially “cubic architecture” and
unornamented interiors. Through their writings, many architects including for
example, Abdullah Ziya, Nizami Bey, and Celal Esat Arseven attempted to define the
modern house in the Turkish context for the purpose of modernization and
‘civilization’. (fig. 50) Moreover, such popular magazines as Yedigiin, Hayat, and
Resimli Hayat promoted the modern form of domesticity to the consumers®%® by means
of “illustrated articles on modern concepts of domestic space, household efficiency
and hygiene, modern lifestyles, and modern house design”.?®” Modernization fever
also penetrated the electronic media. As the first electronic medium introduced in the
late 1920s into the private sphere, radio acquainted the public with modernization and

the new Republican consumer culture.
4.4. Radio in the Private Sphere

The radio broadcasted programs related both to politics, art and culture but also to the
pursuits of everyday life and domestic sphere. In line with the agenda of BBC
broadcasting and indeed heavily influenced by it, the main goal of radio broadcasting
was set as to educate the nation and cultivate and ‘heighten’ the Turkish culture.3%®
Regarding these goals, various branches of fine arts were represented and popularized
through radio. A wide range of programs from music programs and radiophonic
theatres to art discussions were broadcasted and addressed the mass audience. The
hyper-traditional relationship between media and house, which blends high and low
culture, public and private was established in the early Republican Turkey. In this
respect, radio reconciliated cultural ideals and high art with popular culture and
everyday life. Besides the wide range of content including newscasts, political

discussions, radiophonic theatres, book reading hours, music hours, programs related
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to poetry, literature, history, and culture®®®, Evin Saati (Time of the House), a program
hosted by Doctor Galip Atag starting from 1941 shared with audience such subjects as
house, domesticity, health, and everyday life’”° The program aimed to familiarize the
public with these topics and had an academic stance.’”! Evin Saati pioneered among
the programs on house and daily life that later proliferated and became a separate
category, until about the mid-1960s.>7?> Thus, such programs made the private sphere
discussed and discoursed in public sphere. The radio broadcasting brought the public
presence directly into the private sphere as well. The radio, both as the transmitter of
the public messages and also as a consumption object, affected the spatial practices in

the domestic sphere to a certain extent as Murat Belge explains:

The spread of radio is another interesting example of the "reaction-patterns" specific to Turkey
created by technical innovations. Such instruments, even though they are aimed for "leisure
time" and entertainment rather than hardships of life, have taken place in the front row of
consumption preferences of the masses in Turkey. In a manner of speaking, many families have
given priority to owning a radio compared to the telephone or refrigerator. The radio was placed
in a central place in the house as one of the main items of the hall, and the seating arrangement
was adjusted accordingly, as it is now on television. Like other electrical devices, they are
decorated in such a way that no one can think of them in the countries that have invented them.>”?

Arguably, radio’s central and significant position in the house and daily life was
manifested with the spatial value given to it. What Belge emphasizes here is that radio
acted as a medium between public and private spheres and was appropriated as a
conspicuous commodity in the Turkish context, especially after the 1950s. (fig. 51)
Likewise, the involvement of the radio and the home relationship in architectural

design and production became only possible in the mid-20th century. Instead of the
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radio, the piano and fireplace took their place in the house and domestic architecture

as iconic consumption markers in this period.

4.5. Piano and Fireplace in Modern House

But how spacious is this parlor. But these shelves, these cabinets, that light fixture, this

fireplace, everything is local. The living room is almost as if it is furnished...

All you have to do is put a sofa, a couple of stools and an armchair. If you place the piano in

that corner, it will be very stylish, and the parlor will be complete.

Is this the dining room? Even the buffet is local .>™
In the 1930s and 1940s, architects of the Republic such as Zeki Sayar, Seyfi Arkan,
Celal Esad Arseven, and Apdullah Ziya started to follow closely and inspired by
modern architecture and machine aesthetics which were perceived as the appropriate
references to achieve the modernization goals of the Republican regime. As quoted
above, architect Behget Unsal’s speech “Cubic Building and Comfort” broadcasted in
Ankara Radio and then published in Arkitekt in the 1930s also praises the features of
the 20™-century modern house. Unsal suggests that the cubic house is the “expression
of the flows of the universal and social change” brought by modernity that spread to
the Turkish context.3” In this ever-changing, instable, and restless climate of 20%-
century machine age, health, comfort, and beauty are the essential qualities to seek for
in a cubic house to sooth the nerves, spoil the soul, and even treat people, whether the
house is an apartment, a villa, a weekend house, or even a single-room house. These
essential qualities, as Unsal explains, are provided through rationality and function
inherent in cubic house. Accordingly, functionally divided plan layout with modern
parlor, kitchen, bathroom, and bedrooms, electric and mechanical equipment,
furniture, and the building’s relationship with nature are described in detail. Despite
the concern of rationality and function to reach the modern comfort and aesthetic,
Unsal mentions the fireplace as an integral part of and the piano as a complementary

object of the parlor.>’® In Unsal’s cubic house ideal, fireplace and piano serve more
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than their function as the iconic consumption markers; they become the emblems of
modernization. An illustrated guide with the title of “Good Illumination” (fyi Tenvir)
in Ameli Elektrik®"(1924-1934) magazine published by Istanbul Electricity and
Tramway Company>’® also supports this argument. (fig. 52) The guide carries the
information about how the light fixtures should be placed and used in the house. While
the light power and light fixture placements seem to be the main focus of the guide,
the illustrations present frames from a Western as well as eclectic and conspicuous
domestic interior. Among the modern kitchen, bathroom and amenities and
conspicuous furniture and objects, fireplace and piano occupy three sections as the
center of the view and of the activities taken place. In one frame, a woman is playing
piano in the accompaniment of a man, supposedly his husband. Another frame shows
the same couple sitting by the fireplace. Fireplace is also illustrated surrounded only
by the light fixtures and objects in one frame as the main actor. The guide mixes the
message of modern progress through electricity, light fixtures, and modern equipment
with the social status and conspicuousness of the piano and fireplace. In fact, Giirel
clarifies that the piano and fireplace are the “symbolic” objects “representing social
distinction and belonging to a socio-cultural group associated with the Western
world”.3” In other words, these iconic consumption markers are identified with the
modern social identities of the privileged groups such as Ottoman and Republican elite
in the late 19" and early 20" century. They were coded as the objects of desire, rather
than functional ones, for consumers from all social classes to construct a social image
that signifies both being modern and high social rank. For example, in Cevdet Bey ve
Ogullari novel by Orhan Pamuk, the story of the three generations of a family from
1905 to 1970 is portrayed. Among them the Muhtar Bey character dreams about

having a vineyard house with a fireplace in Kegioren, one of Ankara’s popular
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summerhouse locations in the early Republican era, by envying former politician Refet
Bey character.®® In the same book, Pamuk also shows the socially distinctive and

conspicuous aspect of the piano through the eyes of Mubhittin character:

Suddenly Muhittin laughed: "Modesty? What about this parlor? What about this furniture?"

He was pointing with his hand the whole parlor, the piano room, the pearl sets, the furniture.

With another laugh: "How can one be like that in the middle of all this?38!
The architectural design, representation, and production in the 1930s and 1940s
provide a better understanding about the spatial impacts and the connotations of the
iconic consumption markers. Especially the residence of Makbule Atadan, who was
Atatiirk’s sister and one of the leading figures of the early Republican era, exemplifies
the spatialization of consumer culture, leisure, and entertainment. Makbule Atadan
House (1935-1936) by Seyfi Arkan in Ankara, is an embodiment of the cubic villa of
the early Republican era. It was planned with a parlor-dining room suit which was
elaborated by the inclusion of a piano/music room in the parlor. The resulting
parlor/music room is divided from the dining room by a glazed wall and is the most
public place, reached immediately after a foyer and an entrance hall which connects
both to an office and the parlor/music room. In order to create a spatial hierarchy Arkan
implemented level differences and made the dining room located few steps below the
parlor/music room and the living room, where the semi-private place for the domestic
leisure activities of the family. The dining room also provides access to a winter
garden and ‘the lady’s living room’. Although the exact function of the lady’s living
room is unspecified in the publicity text in the Arkitekt magazine, it can be speculated
that lady’s living room is a reminiscence of the Ottoman haremlik, exclusive gendered
space for the women of the family. Both the living room and the lady’s living room
stand as transitional spaces between the dining room and the private parts of the house.
A bar which is arranged as an extension of parlor on the dining room side and under

the staircase is reserved for intimate meetings.’®? (fig. 53) It can be argued that the
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Makbule Atadan House has many levels of privacy. First of all, abundant use of
curtains and inward-oriented floor plan clearly separate inside from outside despite the
large windows on the fagade. Foyer, hall, parlor/music room are the most public places
that are followed by the dining room. Although the parlor/music room was meant to
be visually connected to the dining room through the glazed partition wall, a curtain
was used as a spatial divider, as demonstrated by the photographs. Semi-public areas
consist of living room under the mezzanine floor, winter garden, and bar. Although
these semi-public areas are connected to the dining room, they define smaller and
semi-enclosed volumes articulating to vast open planned space. Lady’s living room
can be counted as the subsequent semi-public space due to its location and accessibility
in the house. And finally, the guestrooms, bedrooms and service spaces are the private
part of the house. In the architectural portrayal of the house in the Arkitekt magazine,
the reinforced concrete structure, use of local-sourced materials such as Ankara stone
and Tokat marble, the technological amenities such as radiator and modern bathroom,
furniture, and decoration, all designed by the architect, are also promoted as the
signifier of modern comfort.>®> However, it can be suggested that the piano has a
favored role in Makbule Atadan House among the other consumption items since it is
a defining element in space organization as the representative of the new modern
domesticity. The piano was appropriated and showcased to the most public in the
house: parlor, was apparently conceived as the venue for the guests and thus the
showcase of the conspicuous consumption. Parlor’s social, leisure and entertainment

functions were enhanced through the piano.

As in Makbule Atadan House, consumption markers were used in different ways in
various typologies such as villas, single-family houses, and apartments, appealing to
the upper and upper middle classes. In a single-family house project for a childless
couple designed by Sedad Hakki Eldem in Istanbul in the early 1930s, the

abovementioned conspicuous side of the fireplace comes to the fore rather than

http://dergi.mo.org.tr/detail.php?id=2&sayi_id=134&makale_id=1565. The room I described as
“parlor/music room” is mentioned as “parlor” by the architect in the article; the photographs of the place
are captioned as “music room”.
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functionality. (fig. 54) The building consists of three floors. The entrance, garage,
kitchen, a toilet, and the utility room occupy the ground floor. First floor has a L-
shaped open plan reserved for the parlor, dining room, and fireplace corner, and a
gallery space that provides visual link between entrance and fireplace corner. The
architect explains that the dining room and fireplace corner are more intimate than the
parlor due to the fact that the parlor is located in between the dining and fireplace areas
and is connected to the second floor volumetrically with the gallery space above it.
Two bedrooms and a bathroom on the second floor are organized around the gallery
space.’®* The level of visual connection between first floor and second floor is unclear.
Despite the lack of information about the household utilities, utility room can be
considered as the evidence for a central heating system. Thus, the fireplace is put into
use only for luxury, entertainment, and leisure, rather than necessity. The L shaped
and triple functioned open plan layout in Eldem’s design is also applicable in The Villa
in Boyacikdy, Istanbul designed by Eyiip Kémiirciioglu in the 1940s, which is a private
residence. Despite the similar configurations in the reception areas of two houses, the
piano is established as the conspicuous item in the Villa in Boyacikdy rather than the
fireplace. (fig. 55) The villa consists of two floors and a garage in the basement. The
service areas are placed on the ground floor. A staircase from the garden gives access
to the entrance at the upper floor. A large parlor with music and dining corners, two
bedrooms, a bathroom, and a toilet are placed on the upper floor.?8> The public and
private spaces which were located on this floor are separated with a hall. The public
spaces have an open plan in which the dining room, parlor, and the music corner
occupy a single volume. The first place to be encountered when entering the L-shaped
reception area from the hall is the music corner with the piano. After the music corner,
there is a sitting group placed in the corner facing each other. There is a dining room

in the innermost corner of the space, which is also accessible from the kitchen.
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Apdullah Ziya approaches the L-shaped plan configuration and the piano in a different
way in his apartment etude published in Arkitekt in 1931. (fig. 56) The public and
private spaces are divided from the entrance hall by a folding screen, which hides the
corridor to the bedrooms and wet spaces. The architect explains the reason by saying
that “We accept the guest in the reception as soon as we enter through the door; it is
not suitable for them to walk around the house or see our rooms and corridors that are
not tidy for any reason.”*#¢ The entrance hall of the apartment directly conjoins to the
reception, which is assumed to be functioned as parlor. Reception area is a segment of
the L shaped plan besides the working/living room and dining room. The kitchen and
storage room on the public side of the apartment opens both to reception and dining
areas. The working/living room, as described as the most important room in the
apartment, is separated from the reception through a brass fence. Curtain is put to
partially cut the contact between the reception’s sitting group and working/living
room. The dining room at the end corner is also partitioned from working/living room
via a portable window wall. The working/living room is designed to accommodate the
piano, workstations, and a table for the intimate guests.**” It is visually accessible from
the reception and dining room despite obstacles such as the brass fence, partial curtain
veil, and window wall. The piano, located on the corner of the working/living room
where the semi-public domestic activities such as work and leisure take place, can be
seen from the reception and entrance hall. It can be said that the piano was exhibited
to the guests, albeit from afar. Therefore, working/living space works similar to a shop

window in which the piano is displayed to the guests without a physical access.

Birgiler Apartment in Istanbul (1948) by Leyla and Feyzan Baydar is a three-story
rental apartment with first two floors planned for rent and the top floor as the owners’

residence®® (fig. 57). The residence which displays the typical adjoined dining room-
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parlor suit is elaborated with a fireplace located on the front fagade facing the street.
As an apartment flat, the residence is a compact one with the public living areas located
on the street side, and the office, wet spaces, and bedrooms at the back. The parlor and
dining room have spatial limitations unlike the previous examples. Yet, the parlor-
dining suit was ensembled with a fireplace. In Basaran Apartment designed by
Muhittin Binan in the 1940s in Istanbul, the architect articulated the parlor with a
fireplace on the front facade and linked to a dining room and a hall. The private spaces
are segregated at the back of the building® (fig. 58). The interior photographs of the
apartment indicate that the interior arrangement and furnishing of the flats were done
in reference to the fireplace. Both this and the Birgiler Apartment illustrate the early
use of fireplace in the 1940s as a focal point which regulates the sitting group in the

parlor which was connected to the dining room.

The period between the 1950s and 1980s witnessed the liberalization of the economy,
the formation of mass culture, and Americanization. Hence, the American bar was
added next to the fireplace and piano as iconic consumption markers in the mid-
century. Radio, which entered the private sphere at the beginning of the century, was
also included in architectural representation and design. However, the real impact and
transformation for house and media relationship occurred with the arrival of television

in the 1970s.
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CHAPTER 5

MID-CENTURY

5.1. House and Housing in the Context of Post WW2 Politics and Liberalism

After WW2, Turkey entered a liberal transformation process, especially in foreign
trade, primarily determined by the post-war conjuncture of the capitalist world
economy led by the USA.3 During the liberalization process, Turkey became
affiliated to international organizations such as NATO and European Economic
Cooperation and the Bretton Woods institutions such as IMF and World Bank.
International consultancy, aid, and capital were received from the USA and other
Western countries,**! such as through the Marshall Plan3°? that was put into action in
1947 to mechanize agriculture and industry and to develop highway transportation in
Turkey.?** Assembly line production began in the second half of the 1950s, first in the
automotive industry established by Kog¢ Holding with the partnership of Ford.*** Until
the 1960s, the private sector activity had expanded to the manufacturing areas beyond

basic consumer goods such as household appliances industry, construction materials
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industry, chemical industry, and machine industry.**> In the 1960s and 1970s, Turkey
pursued import-substitution industrialization’*® by means of ‘five-year development’
plans. The state had thus decided to play an active role in the establishment and
implementation of long-term industrialization strategies. In this period, which was
shaped by public entrepreneurship, a rapid structural transformation was realized in
favor of non-agricultural sectors with the aim to import substitution respectively in
consumer durables and intermediate goods, and then in investment goods.*’
Especially in the development of the consumer durables industry in the 1960s and
1970s, the increasing demand, which had resulted from the consumption norms that
emanated in the developed capitalist societies became influential. Despite the
developing industry of consumer durables Turkey could not elevate itself into a self-
sufficient state and had remained dependent on outside financial resources for

technology and basic inputs.’*® By the end of the 1970s, the import substitution and

development strategies targeting the domestic market became unsustainable as a
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Review, 1, no. 132 (March — April, 1982): 40-41, https://newleftreview.org/issues/I132/articles/alain-
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79. Consumer durables refers to the physically durable consumer products that could be repeatedly used
in the domestic sphere. Car, furniture, household appliances, and media technologies are examples of
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intermediate products. Investment goods or capital goods are machines, equipment, or buildings used
for production or services. Tim Cooper, “Consumer Durables”, Encyclopedia of Consumer Culture, ed.
by Dale Southerton (Thousand Oaks, CA: SAGE Publications, Inc, 2011), 262-263,
http://dx.doi.org/10.4135/9781412994248.n102. “Intermediate Goods”, Cambridge Dictionary,
accessed May 25, 2020, https://dictionary.cambridge.org/tr/sézliik/ingilizce/intermediate-goods.
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https://dictionary.cambridge.org/tr/sozliik/ingilizce/capital-goods.

398 Boratav, Tiirkiye Iktisat Tarihi, 95-96.

95



consequence of the global economic crisis.>® The period between the 1950s and
1980s, however, witnessed more drastic changes in the spatial context of private
sphere in Turkey in comparison to the earlier periods. The emerging bourgeois class,
rapid urbanization, and the increasing influence of the American economy and culture
in the World were the parameters that stand out in the post-war changes in the

definition and realization of home and housing.

In this period, the modern house and the pursuit of modern Turkish house became
spread among the emerging bourgeoisie and the newly established private sector.
During this period, the developing private industry, architecture, and construction
sectors facilitated the adaptation of architectural principles developed by architects
such as Richard Neutra, Frank Lloyd Wright, and Le Corbusier to the Turkish context.
Although mass production techniques utilized in residential architecture, especially in
the USA, did not yet reach Turkey in this period, advancements in reinforced concrete
and construction techniques enabled some flexibility and creative expression in
housing production. Modern single-house projects such as Haluk Saman Villa (1959)
and Ciftehavuzlar Villa (1961) by Utarit izgi and Ali Aksel House (1972) by
Abdurrahman Hanci1 employed reinforced concrete structure, rectangular masses,
white plane surfaces, partially open plans, extensive glazing on the facades, and
continuity between interior and exterior through the terraces.* (fig. 59) For the
Turkish modern, Sedad Eldem’s Riza Dervis Villa (1956) illustrates a mature
expression of the combination of the plan and aesthetics of a traditional Turkish house
with an open plan, “wide transparent surfaces, flat roof, long projecting cantilever
slabs, and accentuated gutters.”*®! (fig. 60) The use of transparent architectural
elements and open plans, however, served to obtain a modern and healthy domestic
environment rather than what Colomina calls an “x-ray architecture” that eradicates

the boundaries between public and private spheres. The privacy was sustained through

399 K$se and Oncii, “Isgiicii piyasalar ve uluslarasi is boliimiinde uzmanlagmanin mekansal boyutlar1”,
79.
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401 Tbid., 148.
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curtains and thick garden walls.**> Modernism was foremost appropriated through the

single-family houses of industrialists and upper classes.

On the other hand, industrialization in the cities and mechanization in agriculture
caused migration from rural to urban, and hence rapid urbanization,**® which
consequently created a shortage in housing.*** News housing productions as a remedy
for the profound shortage, especially for the lower classes, remained limited and
inefficient. Hence, the anonymously designed apartments built by small contractors
(yap-sat¢t) and squatter settlements (gecekondu) proliferated in an unprecedented
pace.*®> The collective housing projects undertaken by the architects and the state
responded to the needs of the middle and upper classes instead of solving the housing
problem of the new, migrant urban settlers.**® In the late 1950s and 1960s multi-story
housing blocks had emerged, offering various types of dwelling units, and also
services such as cinema, cultural centers, shops, and parking spaces for the middle and
upper-middle classes.*’” Hayat Apartment (1958) by Emin Onat**® and Hukukg¢ular
Housing (1961) by Melih Birsel and Haluk Baysal*?® are two of the prominent modern
housing projects of the era that juxtaposed residential design with commerce. (fig. 61)
The housing complexes incorporating commercial activity coincides with the rising

values of Americanization and consumerism in the postwar period. In this respect, the
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also prevented the allocation of the resources from industrialization to urbaniza‘gion, Ilhan Tekeli,
Tiirkiye’de Yasamda ve Yazimda Konut Sorununun Geligimi (Ankara: Toplu Konut Idaresi Bagkanligi,
1996), 63.
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Digital Collections, accessed April 27, 2021,
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postwar trends under American influence shaped the housing production and the use
and experience of domestic interiors through consumption of ‘mass-produced’ and
‘mass-marketed” domestic goods and technologies. For example, “radios,
refrigerators, and washing machines” and, most importantly, foreign and domestic
brand televisions demonstrated in the advertisements reflected the economic climate
and the new modes of production and consumption. (fig. 62) Americanization,
together with the emerging mass culture, set the scene for the mid-century cultural

atmosphere.

5.2. Americanization and the Emerging Mass Culture

The understanding of European-based modernity took a cultural turn towards
Americanization in the postwar era with the economic and cultural influence of the
USA. Despite the profound transformation in culture and consumption at the
beginning of the 20" century, the conditions leading to the formation of mass culture
began to develop in the post-war period with the implementation of liberal economy,
emerging private sector, foreign aids, the transition to assembly-line production,
development of transportation and communication network, and rapid urbanization.
410 The primary goal of Westernization for societal modernization continued to be an
agenda in Kemalism. After the WW2, on the other hand, ‘Western’ came to be
redefined to signify the ‘American’ rather than the ‘European’. Modernization began
to be identified with such American values as consumerism and entrepreneurship. The
ideals, “distant from the reach of the average consumer” and based on “postwar
American culture, lifestyles, and democratic capitalism”, penetrated into everyday life
regarding entertainment, fashion, architecture, and domestic sphere. *!! The ideals of

modern house disseminated in the popular culture through fairs, printed media, radio,

419 Orcan, Osmanli ’dan Giiniimiize Modern Tiirk Tiiketim Kiiltiirii, 135.

411 Giirel, “Introduction”, 2.
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412 For example, Izmir International Fair exhibited a mass-produced

and cinema.
American model house to promote the “American way of life” to the Turkish audience
in 1957. The model house presented domestic modernity through modern architecture,
electronic appliances, bathroom fixtures, kitchen appliances, and famous American

furniture such as Eames chairs.*!3

Another major and living example of American
influence on domestic space is Istanbul Hilton Hotel opened in 1955. The Istanbul
Hilton Hotel became the epitome of Americanization and ‘International Style’ in
Turkey in the 1950s.4!* The International Style, first introduced by Philip Johnson and
Henry Russell-Hitchcock through Modern Architecture: International Exhibition
organized by MoMA in the 1930s, came to be the symbol of American modernism in
the postwar era.*!> The Istanbul Hilton Hotel, as a prevailing example of International
Style in Turkey, displayed American modernity with an emphasis on luxury and the
comfort of modern technologies and amenities. The hotel’s design, furniture, and
“technological amenities like air conditioning, private baths, hot water, wall-to-wall
carpeting and a radio cabinet” that signified status, indulgence, and modern
convenience inspired the domestic interiors of the upper and middle-class houses.*!¢
Modern house designs, especially apartment buildings equipped with modern and
technological infrastructures such as heating system, electricity and bathroom started

to proliferate*!” and became part of the common architectural practice in the

412 Sibel Bozdogan, “Turkey’s postwar modernism: A retrospective overview of architecture, urbanism
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industrialized cities*!® that reflected “a new experience of modernity as mass
culture”.*!” The imported products from the USA, mainly synthetic materials like

“wallpaper, synthetic textiles, fiberboard and Formica4?°

, entered the private sphere
and shaped the interior design and furniture. Besides their properties such as durability
and cleanability, these materials signified the change in the consumer taste and the

new American way of modernization through consumption. 4!

The emerging mass culture and consumerism in the 1950s became more prevalent in
the pluralistic atmosphere of the 1960s and 1970s when “cars, TV sets, fashion goods,
as well as expensive building materials, would become an inseparable part of the new
urban way of life”, in parallel with the development of mass media and industries.**?
As a result of the accelerating industrialization (driven by import substitution) and
urbanization, constructing an identity through consumption habits emerged as a social

norm.*%

A variety of political ideologies and social movements, at the same time,
flourished in parallel with the rapid and unstable capitalist development*** and “the
civil rights movements in the US”,*° especially in the 1970s. The diversity and
fragmentation, mainly operating along right-wing and left-wing as two opposing
positions, occurred in both the political sphere and daily life. The fragmentation in the
political sphere is reflected on art, culture, and everyday life in terms of the newly

formed cultural groups, such as Islamists and radical nationalists belonging to the

418 Bozdogan and Akcan, Turkey, Modern Architectures in History, 115.
419 Bozdogan, “Turkey’s postwar modernism”, 22.
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Encyclopedia Britannica, accessed May 27, 2020, https://www.britannica.com/technology/Formica.
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right-wing and communists and socialists to the left-wing. Both groups communicated
their opinions and beliefs via art, cultural associations, media groups, and clothing
styles.*?¢ The divisions amongst the political grounds, resulted in the transformation
of culture towards a more decentralized and pluralistic state, starting from the late
1960s. Art and culture became two powerful and influential arenas of opinion
manifestation. This pluralism manifested itself more visibly in the 1970s, a period
characterized by a diversity in the understanding, technique, and pursuits of art and
cultural productions.*?” However, the pluralist framework of the 1970s was an output
of not only the multiplicity in social and political opinion groups but also the emerging
television culture in Turkey. TRT ,doing radio and television broadcasting on the
behalf of the state, made the first television broadcast trials in 19684*%, 32 years later
than the West and in the beginning of the ‘golden era’ of television in Europe and
USA. In accordance with the projections given in the five-year development plans
TRT started TV broadcasting three times a week.**® In 1974, TRT broadcasts extended
to seven days a week and became more widespread throughout the 1970s.4° While the
television was utilized as an instrument for educational and propaganda purposes by
the state, it gradually became a medium of leisure and entertainment, at a mass scale.**!
(fig. 63) Besides the general education and culture programs, there were broadcasts on
news, music, entertainment, magazine, sport programs, and domestic and foreign
movies and television series.*3? Advertising also became more visual, effective, and

direct*?? after TRT started to broadcast advertisements in 1972.4* According to Bek,

426 Bek, “1970-1980 Yillar1 Arasinda Tiirkiye’de Kiiltiirel ve Sanatsal Ortam”, 32.
427 Ibid., 174.
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“other worlds” and “other lifestyles” poured into the houses via the television
programs that embraced the pluralism in art and culture along with the intellectual
and political climate.**® (fig. 64) TRT took the ‘revolution’ into the houses in the
Turkish context, but this time it was a cultural revolution rather than an industrial one.
The plural atmosphere of the 1960s and 1970s as the output of both socio-political
fragmentation and emerging television culture was manifested in architecture with the
diversity in architectural publications and formal experiments in architectural

production.

Within the framework of the growing mass culture and the prevailing socio-political
context, the architectural practice in Turkey inclined towards a “global criticism of

29436 and

scientific and functionalist design as well as modernist architectural forms
International Style,*” and went through an experimental phase,**® which is described
by Atilla Yiicel as “birth of pluralism” in Turkish architecture.*** The architectural
media, especially such periodicals as Yap: (1973), METU Journal of the Faculty of
Architecture (1975), and Cevre (1979) reflected the pluralist aura that dominated both
the theory and practice of. In Yapi, architecture and building industry together with a
wide range of issues related to art, economy, and industry were discussed by leading
architectural figures such as Dogan Hasol and Biilent Ozer. *** METU Journal of the
Faculty of Architecture published articles of academicians such as Inci Aslanoglu, Jale

Erzen, ilhan Tekeli, and Cevat Erder in both English and Turkish to gain international

recognition in the academic field. Art, architecture, architectural history, cultural
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436 Giirel, “Introduction”, 4.

437 Bozdogan and Akcan, Turkey, Modern Architectures in History, 175.

438 Giirel, “Introduction”, 4.

439 Bozdogan and Akcan, Turkey, Modern Architectures in History, 175.

440 Ozdel, “Architectural Periodicals”, 70-76.

102



heritage and conservation, environment, vernacular architecture**!, and third-world
modernization were some of the topics the journal covered. The main objective of
(Cevre was to act as a medium to connect professionals in the field of architecture, who
formed the built environment. The publication board included prominent architects
and academicians, namely Selcuk Batur, Afife Batur, Erkal Giingdren, Suha Ozkan,
Ersen Girsel, Atilla Yiicel, and Yildiz Sey. They focused on prominent examples of
architecture and discussed them from a critical viewpoint. #** The pluralism in the
architectural publications and the theoretical discourse in Turkey emerged together
with the formal experimentations in the architectural practice. Domestic architecture,
as in the modernist era, became a venue of experiments and ideas in architecture that
mirrored the prevailing pluralism. Especially, “resort villages (second houses)”,*?
such as Kemer Holiday Village Club by Tuncay Cavdar and Giorgio Giovannini***
and Tatsan Holiday Resort by Altug Cinici and Behruz Cinici,*** and “luxury primary
residences”,*¢ such as Yiiksel Pulat House by Erkal Glingoren**’(fig. 65) epitomized

the exploratory approach as well as “the consumer ideals of the ruling taste of the

period”.**® Nevertheless, the most fundamental transformation happened in the
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perception and use of the domestic sphere, with the introduction of television into the

house in the 1970s.
5.3.  Television in the Private Sphere

The parlor, which became an indispensable part of the upper-class house, featured in
the lower-middle and middle-class houses too. The apartments designed for the upper
classes in the 1940s and 1950s were large enough to include parlors. 44 However, the
apartment, itself had become the potent symbol of middle-class lifestyle in just the
same way the suburban house did in Europe and the USA.**° Small apartment flats
became predominant amongst the lower-middle and middle classes in the 1960s.
Hence, reserving a space to function as a parlor in these apartments became
problematic because of the restrictions of space and insufficient number of rooms,
which inevitably created a tension between public and private within the domestic
sphere. In this respect, the upper class families could maintain a parlor, which
functioned only for outsiders and display, while the lower-middle and middle-class
apartments mainly consisted of the living room and two or three inner rooms and
remained spatially restricted to maintain a parlor.**! As a result, domestic space
became divided between the “ideally public” that took place in the parlor and the

2 as if there were ‘two

“ideally private” that was associated to the inner rooms,*
worlds’ within one house as Ayata expressed. Parlors were isolated and even locked
in some cases while the “inner home” was used for everyday activities. A private and
multifunctional inner room or private living room was employed to accommodate both

leisure activities and domestic work.** The middle-class families mostly preferred

49 1bid., 8-9. I used the term “apartment” to signify “apartment flat”.

450 Sencer Ayata, “Kentsel Orta Smif Ailelerde Statii Yarismasi ve Salon Kullanim1”, Toplum ve Bilim,
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apartment flats in which the living rooms were near the entrance to use as a parlor.*>*
The interior design, furniture, and behavior patterns of the inhabitants were different
in the parlor and inner home. The parlor, operated to host the outsiders was equipped
with the most expensive furniture, the design ideas of which were often taken from
cinema, television, and popular magazines. 4°° Parlor symbolized the “cultural capital,
individuality, and distinction” of the inhabitants, although it was furnished with mass-

436 On the other hand, the inner house, filled with cheap and low-

produced objects.
quality items, was the scene of intense usage for daily activities. Inviting guests to the
inner rooms, especially to the inner living room, signified informality, intimacy, and
sincerity. This invisible boundary between the two spheres also reflected on the
clothing and manners of the inhabitants. The traditional and informal behaviors,
activities, and clothing took place in the inner rooms transformed into elaborate and
formal ones in the parlor that represented the ‘modern’ facet of the domestic sphere.*’
The social and spatial dichotomy between traditional and modern, inner rooms and the
parlor in the domestic sphere started to lose its predominance in the 1970s and 1980s.
With the development of electronic media other than the radio, the parlor gained a

458

private character, while the inner rooms opened to the public.*>® The division between

the public and private spheres within the house became blurry with the penetration of

television in the 1970s**

the 1980s.46°

as well as the changes in the media, economy and culture of
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According to Giirel, the interpenetration of the public and private spheres regarding
the relationship between the parlor and inner rooms as well as inside and outside of
the house, began in the 1970s when the television was introduced in Turkey.*®!
Television was a conspicuous commodity and the fact that it transmitted signs and
images had an impact on the domestic sphere regarding the patterns of everyday
activities, socialization, leisure, and entertainment, use and layout of domestic space.
Television not only introduced “the world into the domestic realm” but also radically
changed the leisure activities and socialization.*? It displaced entertainment habits by
incorporating the function of radio and public events such as cinema, theatre, concert,
and alike and brought the public sphere and entertainment directly into the domestic
sphere. Television’s transformative impact on everyday life also reflected in the
domestic setting. Taken as a conspicuous commodity, the television created a visual
center in the living room and/or parlor that became determinative for the layout of
space and arrangement of furniture. Most notable was the orientation of the sitting

group furniture towards the television.*®3

(fig. 66) According to Giirel, television took
the central place of the fireplace, which became popular in the 1950s and 1960s as a
symbol of social status and Western home interiors, rather than a functional item,
amongst the upper and middle classes. She associates the decreasing interest in having
a fireplace in the homes of 1970s to the penetration of television into the household,
that “shifted the symbolic meaning and spatial role of fireplaces”.*%* Thus, it can be
suggested that Cecelia Tichi’s ‘electronic hearth’ analogy pointing out the replacement
of fireplace with television is also proper for the Turkish context after the 1970s.
Similar to a fireplace, the television became the new focal point of the room and made
the family and guests gather in front it to spent leisure and entertainment time. (fig.

67) In fact, in the early years of the television culture in the 1970s, it was perceived as

a socialization instrument, as Giizer expressed. As a result of the insufficiency in the
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number of the television receivers, the houses with television sets hosted the ‘tele-
guests’ (tele-misafir/telesafir), the guests who had visited merely to watch television,
in three evenings a week, the days when TRT broadcasted. For example, a newspaper
advertisement in 1975 that says, “I brought the first Philips television to the
neighborhood... People, who watch it, want to buy Philips” was assumed to refer to
the tele-safir culture. (fig. 68) Although an indicator of social status, being a television
owner, indeed, required hospitability and hard work to serve the guests. The houses
with television, in fact, operated similarly to small-scale cinemas as they gathered
neighbors and friends around the television sets;*%> hence, as Orhan Pamuk addressed
in his autobiography “Istanbul: Memories and the City”, the parlors are transformed

from ‘museums’ into ‘cinemas’ in the early years of the television culture in the 1970s:

So it was not just in the affluent homes of Istanbul that you saw sitting-room museums; over the
next fifty years you could find these haphazard and gloomy (but sometimes also poetic) displays
of western influence in sitting rooms all over Turkey; only with the arrival of television in the
1970s did they go out of fashion. Once people had discovered how pleasurable it was to sit
together to watch the evening news, their sitting rooms changed from little museums to little
cinemas—although you still hear of old families who put their televisions in their central
hallways, locking up their museum sitting rooms and opening them only for holidays or special
guests.*%6
From the perspective of Pamuk, the television brought the prevalence of the segregated
parlor or in his words ‘museum sitting room’ to an end by gathering the guests around
itself except for the older families who were still conservative and preferred to
maintain the spatial division between public and private.*¢’ Regarding the households
that appropriated television to the parlor, Nasir, Timur, and Giirel suggested that the

living rooms, used exclusively as the parlor for about a century, became the venue for

leisure activities via television, consequently, re-integrated with the domestic and daily
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activities. “® On the other hand, according to Ayata, the families who favored to keep
the parlor placed the television sets in the inner living rooms in the first years of the
television use.*® This point shows the penetration of television from the most public
to private, from parlor to inner rooms. While the television was an active agent, it was
not the only reason to stop having an isolated parlor. The television owners were no
longer required to welcome tele-guests once the ownership of television became
widespread and the inner living room as the venue of leisure activities became its
preferred location. As such, television brought the public into the inner circle of the
house, despite the concern of privacy. Even though the entrance of television into the
house in the 1970s triggered a change in the spatial use of domestic setting, the
ambiguity between public and private spheres regarding both inside and its
relationship with outside started to be idealized only after 1980 when the impact of
television and mass media had increased. Especially with the forces of globalization,
“notions of modern practices became more integral to everyday life”.#’° Media content
about the private sphere and media’s influence on the domestic sphere mutually
increased. Therefore, representation and experience of domestic space have changed
under the confluence of neoliberalism, globalization, emerging postmodern culture,
and culminating media in the 1980s. Until then, the piano, fireplace, and American bar
made their mark within the domestic sphere as the most iconic consumption markers
of the mid-century. Radio as well, which entered the domestic sphere in the 1920s and
became widespread until the 1960s, was incorporated in the architectural design and

representation for the first time.
5.4. Piano, Fireplace and American Bar

The mid-century witnessed the popularization of piano, fireplace, and American bar
in the furnishing and use of private settings. The piano, which symbolized

modernization since the 19" century, preserved its significance. Fireplaces, on the
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other hand, kept pace with the dispositions of the era that are identified with the
cultural shift towards Americanization. American officials, who were resident in
Turkish cities, preferred to rent houses with fireplaces, a demand that made the
fireplace associate with American culture. *’! Popular magazines of the era such as
Hayat, Resimli Hayat, and Yedigiin promoted the American house and lifestyle in
which some of the images and descriptions contained living/dining spaces with fancy
fireplaces.*’?> As in the 19" century and early 20" century period, these iconic
consumption markers carried symbolic value rather than a functional one as Orhan

Pamuk depicts in “Istanbul: Memories and the City”:

Never having seen them put to any other use, I assumed pianos were stands for exhibiting
photographs. There was not a single surface in my grandmother’s sitting room that wasn’t
covered with frames of all sizes. The most imposing were two enormous portraits that hung
over the never-used fireplace: One was a retouched photograph of my grandmother, the other
of my grandfather, who died in 1934.473
Pamuk describes a mid-century upper-class apartment that exemplifies domestic
musealization. The parlor itself, piano, and fireplace all serve as exhibition props
displaying social status, identity, and memories. In addition to the fireplace and piano,
the most characteristic consumption object of the period is the American bar. The
American bar, a design component in the luxury hotels like Istanbul Hilton Hotel, was
domesticated as a spatial implement for socialization. In the 1950s, the American bars
proliferated in the upper-class houses designed by architects to comply with the
Americanized consumer culture and entertainment habits, such as house parties.*’*
The American bar, in this respect, manifested the “mass urban culture through

entertainment industry and media”.*’”> With such spatial elements as fireplace and

American bar, new focal points were created through consumption in the domestic

471 Giirel, “Designing and Consuming Modern in Turkey”, 466.

472 Giirel, “The Modern Home, Western Fashion and Feminine Identities in Mid-Twentieth-Century
Turkey”, 145-157.

473 Pamuk, Istanbul: Memories and the City, 34-35.
474Giirel, “Consumption of Modern Furniture as a Strategy of Distinction in Turkey”, 59-61.

475 Tbid., 61.

109



space that shaped the everyday life and entertainment habits based on the aspired, yet,
remote American culture. However, the spatial impact of the emerging mass culture

remained limited to the houses of the upper-income households in the 1950s.

Mid-century Turkish cinema successfully portrays the idealized versions of the
Americanized upper-class houses and lifestyles by putting the iconic consumption
markers forward as if they are the protagonists of the domestic scenes. In such films
as Yarali Kalp (1969) by Remzi Jontiirk?’®, Olmiis Bir Kadinin Mektuplar: (1969) by
Memduh Un*"7, and Yagmur (1971) by Orhan Elmas*’®, a piano placed in the parlor
enters the scene in the first appearance of the domestic setting. (fig. 69) Apart from
exceptions such as Atif Yilmaz’s Ah Giizel Istanbul (1966)*7°, in which the piano is
shown as a remnant or a nostalgic object from the 19" century Ottoman era, (fig. 70)
the piano mainly represents wealth and high social status in mid-century Turkish films.
Sabah Yildizi (1969) by Tiirker Inanoglu*®® and Yuvasiz Kuslar (1970) and Melek mi
Seytan mi? (1971) by Mehmet Dinler*®! are some of the illustrative examples that
assemble a piano with luxurious objects and furniture in large parlors. (fig. 71) The

fireplace, usually placed at the center of the parlor, implies the same meanings and

476 “Yarali Kalp, Demirhane Miidiirii”, Tiirk Sinemas1 Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/834/yarali-kalp.

477 “Olmiis Bir Kadimin Mektuplar, Olmiis Bir Kadimn Metrukesi”, Tiirk Sinemas1 Arastirmalar,
accessed July 30, 2021, https://www.tsa.org.tr/tr/film/filmgoster/1082/olmus-bir-kadinin-mektuplari.

478 «“Yagmur”, Tiirk Sinemas1 Aragtirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/2018/yagmur.

479 “Ah Giizel Istanbul”, Tiirk Sinemas1 Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/6884/ah-guzel-istanbul.

480 «Sabah Yildizr”, Tiirk Sinemas1 Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/289/sabah-vyildizi.

Bl “Yuvasiz Kuglar”, Tiirk Sinemas1 Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/1389/yuvasiz-kuslar. “Melek mi Seytan m1?”, Tiirk Sinemast
Arastirmalari, accessed July 30, 2021, https://www.tsa.org.tr/tr/film/filmgoster/1946/melek-mi-seytan-
mi.
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messages as the piano. For instance, the fireplaces in Funda (1968) by Dinler*®?, Arim
Balim Petegim (1970) by Muzaffer Aslan*®’, and Yarali Kalp (1969) by Jontiirk*4
connote social status and conspicuous consumption. (fig. 72) However, the fireplace
as the hearth also signifies the homeyness and warmth of the house as captured in
Osman Fahir Seden’s Yaz Bekari (1974) with the juxtaposition of the fireplace and
happy family moments. (fig. 73) Compared to the piano and fireplace, the American
bar is presented more as a domestic leisure and socializing spot in the movies. In
Vesikali Yarim (1968) by Liitfi O. Akad*®S, Agliyorum (1973) by Muzaffer Aslan*3°,
and U¢ Sevgili (1972) by Dinler*¥”, the American bar creates a corner where the
dialogues and entertainment take place. (fig. 74) It is also common to use the iconic
consumption markers together in films. For example, the parlor in Sabah Yildizi has
both piano and fireplace corners while Agliyorum features American bar and piano.
The 1970s’ movies, like Baba Bizi Eversene (1975) by Oksal Pekmezoglu*®® and
Kaynanalar (1975) by Zeki Okten*®? incorporate radio and television besides the piano

and fireplace. (fig. 75) However, the spatial impact of electronic media seems weak in

482 “Funda”, Tirk Sinemas1 Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/52/funda.

483 “Ayim, Balim, Petegim”, Tiirk Sinemas1 Aragtirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/1419/arim,-balim,-petegim.

484 “Yarum Kalp”, Tiirk Sinemasi Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/834/yarali-kalp.

485 “Vesikal Yarim”, Tiirk Sinemasi Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/237/vesikali-yarim.

486 «4gliyorum”, Tiirk Sinemas: Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/3794/agliyorum.

487 «Ue Sevgili”, Tiirk Sinemas1 Arastirmalari, accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/2949/uc-sevgili.

48  “Baba Bizi Eversene”, Tirk Sinemasi Arastirmalari, accessed July 30, 2021,
https://www.tsa.org.tr/tr/film/filmgoster/4419/baba-bizi-eversene.

49 “Kaynanalar>,  Tirk  Sinemasi  Arastirmalari,  accessed July 30, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/4525/kaynanalar.
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comparison to the other iconic consumption items in this period. The piano, fireplace,
and American bar depicted as the emblems of the ideal mid-century house in the films
also appeared in the design and representation of domestic architecture with the

apartments, villas, single-family houses, and housing cooperatives.

Birkan apartments in Bebek, Istanbul, designed by Haluk Baysal and Melih Birsel in
1955, is a detached yet interrelated apartment complex. It has three separate functions,
service, reception, and the private areas such as bedrooms and bathrooms. (fig. 76)
The service functions include kitchen and a terrace, ironing room, maid room, and
toilet. The kitchen and the terrace surround an office. The public functions
accommodated by the reception services, such as the cloakroom and toilet, are placed
in the entrance hall which opens into the public spaces. The open plan used in the
public part of the house enabled to design a parlor, dining room, and a music corner as
a single space*”. The hall, apart from functioning as a foyer for the parlor ensemble,
serves as a spatial separator between the public and private parts. The private part of
the house where bedrooms and bathrooms are found was accessed from a door from
the hall. The apartment block has a penthouse which is designed as another living
space with an American bar, and music and fireplace corners. The penthouse is
designed as a public place open to common usage for social gatherings and events.
The iconic consumption markers of the period, the piano, fireplace, and American bar,
have separate corners in the penthouse besides the kitchen and sitting corner. The
fireplace is placed next to the sitting group. American bar stands next to the kitchen
and across the sitting area. The music corner with a piano comes after the American

bar and is placed diagonal to the fireplace.

Designed by Demirtas Kamgil and Rahmi Bediz in 1955, Israilevleri in Ankara is a
cooperative housing founded by senate representatives and senior government

officials, and consists of triple and quadruple combination of two-block groups.*’! The

490 “Birkan Apartmanlar (Bebek)”, Arkitekt, 1959, no.1 (1959): 5-10,

http://dergi.mo.org.tr/detail.php?id=2&sayi 1d=235&makale 1d=3246.

4'91 Yasar Sokmensiier, “Bahgelievler ve Emek Mahallesi: Adresini, Sokagini Yitiren Semtin Tarihi”,
Idealkent, no. 11 (January, 2014): 187.
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public and private parts of the flats are not distanced much, and are more intertwined,
compared to the examples given above. All the rooms are connected through one
corridor. (fig. 77). A living room with a music corner and connected to an office, and
a bedroom are placed on front facade while a dining room, other bedrooms, and wet

spaces on the rear fagade.*

The parlor and the dining room are designed as separate
spaces unlike the previous examples. The dining room stands across the corridor. The
architects apparently, conceived the office space also as a music room as they showed

a piano corner in the plan drawing.

Ubeyde Elli Apartment, designed by the same architects in 1957 in Ankara (fig. 78)
includes two flats on each floor except the top floor. On the top floor there is a single
apartment with the public areas placed on the front facade and the private bedrooms
and wet spaces at the back. The dining room and the parlor which has a music corner
connect to an office.** Here too, the public part of the house has an open plan in which

living, eating and music practicing were conceived as complimentary functions.

The subsequent examples of fireplace application reveal a tendency towards further
spatialization of fireplace regarding the plan configuration and, in some cases, its
projection on exteriors. In the Mehmet Aker House (1950), in which the reception,
dining, living, and service rooms are found at the ground floor and the bedrooms at
the top, architects Muallim Halit Femir and Feridun Akozan*** designated a fireplace
corner within the T shaped and openly planed reception area that consisted of the
parlor-dining room suite (fig. 79). A Villa in Bebek by Ekrem Yenel, Ozgiir House by
Muhtesem Giray, and A Duplex Apartment on Bagdat Street by Ergiin Ersoz (fig. 80)
have similar characteristics regarding the placement of fireplaces. On the ground floor

of the Villa in Bebek, there is a gardener’s room and a terrace. The entrance is provided

42 Nuray Bayraktar, Biilent Batuman and Elif Selena Ayhan, ed., “Israilevleri”, Sivil Mimari Bellek:
Ankara 1930-1980 (Ankara: VEKAM, 2014), 87.

493 Nuray Bayraktar, Biilent Batuman and Elif Selena Ayhan, ed., “Ubeyde Elli Apartmani”, Sivil
Mimari Bellek: Ankara 1930-1980 (Ankara: VEKAM, 2014), 105.

494 “Bay Mehmet Aker Villas1”, Arkitekt, 1950, no. 11-12 (1950): 214-217,
http://dergi.mo.org.tr/detail.php?id=2&sayi_id=176.
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via a staircase from the terrace. On the first floor, there is a parlor with a dining area
and fireplace corner with a vista to Bebek Bay,*” and private rooms located at the
back and accessible through a closed hall. Ozgiir House (fig. 81) is composed of a
ground floor that accommodated a reception, kitchen, maid’s room, and storage, and
an upper floor with private bedrooms and bathrooms, and an outbuilding for services
such as laundry and furnace rooms.**® The parlor and dining are accommodated side
by side as a single volume with a fireplace at the center. In the duplex apartment
designed by Ergiin Ers6z*’, the parlor, kitchen, and services are detached by the floors
from the part where the bedrooms and bathrooms are located (fig. 82). On the ground
floor where public activities concentrated, there is a parlor conjoining with the
entrance, kitchen and services at the sides. Ers6z divided the L shaped parlor into three
sections and specified them as parlor-dining, parlor-living, and parlor-fireplace spaces
on the plan. The parlor-living and parlor-fireplace sections are separated from the
parlor-dining area by a sliding door. The designated fireplace area defines a more

intimate corner in the parlor.

Likewise, in Rer Apartment (1964) by Nejat Ersin**® and Basin Sitesi I (1960) by
Vedat Dalokay and Nejat Tekelioglu®, the fireplace is situated in the living space
besides the parlor, and connotes a level of intimacy and privacy. In Rer Apartment, the
entrance opens to the parlor and kitchen on one side and the corridor on the other (fig.

83) The corridor provides transition to bedrooms and the bathroom. The parlor is also

495 “Bebekte Bir Villa”, Arkitekt, 1957, no.3 (1957): 109-110,
http://dergi.mo.org.tr/detail.php?id=2&sayi id=225.

496 «Kiiciikyal’da iki Villa”, Arkitekt, 1967, no. 1 (1967): 8-11,

http://dergi.mo.org.tr/detail.php?id=2&sayi 1d=159&makale id=1950.

497 «“Bagdat Caddesinde Dubleks Apartman”, Arkitekt, 1979, no. 4 (1979): 126-127,

http://dergi.mo.org.tr/detail.php?id=2&sayi 1d=263&makale 1d=3649.

498 «Sjvil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, RER Apartmani1”, Kog Universitesi Digital
Collections, accessed June 17, 2020,
https://libdigitalcollections.ku.edu.tr/digital/collection/SMB/id/2993.

499 «Sjvil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, Basin Sitesi 17, Kog¢ Universitesi Digital
Collections, accessed June 17, 2020,
https://libdigitalcollections.ku.edu.tr/digital/collection/SMB/id/2993.
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a transition area that connects to the office, living room and utility rooms. The living
room which has a fireplace and the parlor creates a L shaped open plan. In Basin Sitesi
1, a corridor from the entrance gives access to an office, bedrooms and wet spaces. In
the public side that is entered directly from the entrance, a kitchen with a dining
section, a living section, and reception form a single space and also create a L shaped
plan (fig. 84). The fireplace stands in the center of the living space, between the dining
and living sections. As such it became integral to the architectural design rather than
just being a conspicuous furniture of the interior. In Celebiler Apartment (1965), the
architect Danyal Tevfik Ciper also utilized the fireplace as a design component that
dominates the parlor>® (fig. 85). The parlor is placed on one side of the entrance and,
on the other side, bedrooms and wet spaces are accessed through a corridor after
passing the kitchen and the storage cabinet (yiikliik)>*!. The fireplace stands diagonal
between the center and the outer corner of the parlor. It would not be wrong to say that
the fireplace is the most substantial piece of the interior and creates a focal point that

divides the space, and defines sub-spaces within the parlor.

In some examples, like Uzunoglu House (1964-1965) by Muhtesem Giray>*? and

Cankaya Is Bankasi Ikramiye Houses (1968) by Lemi Varnali, 33

the fireplace and its
projection to the outside is amplified and transformed into a vertical exterior design
element (fig. 86 and fig. 87). Similar to the piano, the fireplace had entered to private
sphere as the third section of the parlor-dining/sitting-dining layout. However, unlike
the piano, it assumed a determinative role in the plan layout as a visual and

architectural element.

500 Nuray Bayraktar, Biilent Batuman and Elif Selena Ayhan, ed., “Celebiler Evi”, Sivil Mimari Bellek:
Ankara 1930-1980 (Ankara: VEKAM, 2014), 217.

501 «yiikliik” is a type of large storage cabinet used explicitly for bedding and quilt.
302 “Kiigiikyali’da Iki Villa”, 8-11.

5.‘.‘3 “Sivil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, Cankaya Is Bankas1 Ikramiye Evleri”, Kog
Universitesi Digital Collections, accessed June 17, 2020,

https://libdigitalcollections.ku.edu.tr/digital/collection/SMB/id/418.

115



In the context of modern Turkey, the piano and fireplace represent the two spatially
articulated domestic furnishing items. The American bar which became trendy, after
WW2, is the third item that featured more in the residences and flats of the 1950s and
60s. In such examples as Cinnah 19 Apartment Block (1955) in Ankara by Nejat Ersin,
Arif Saltuk House (1950s) in Istanbul by Erciiment Bigat and ilhan Bilgesii, and the
Villa in Bogazi¢i (1950s) in Istanbul by Emin Necip Uzman, American bars define a
transitionary space between the kitchen/dining and parlor. The first flat located at the
first basement floor of Cinnah 19 apartment block for example, (fig. 88) is entered
through a small entrance that leads to the kitchen. A dining section furnished with an
American bar and followed by a sitting room comes right after the entrance. The
private spaces are reached through the corridor from the entrance.’** Arif Saltuk House
(fig. 89) is a summer villa for a family of three. Two bedrooms, a bathroom, and a
service balcony are situated on the upper floor while a large parlor and a kitchen are
on the ground floor. A central fireplace divides the parlor into two sections. The
section facing the fireplace is designated for reception and living while the section
behind, which is next to the kitchen, consists of an American bar and a dining group.>%
The transition from the kitchen to the large parlor is provided through a passage from
the American bar. In the villa designed by Emin Necip Uzman, the parlor, living area,
kitchen, bar, breakfast area, dining area, and the office are planned on the ground floor
while the bedrooms and wet spaces are located at the upper floor. °% (fig. 90) The
parlor has a music corner and a fireplace near the entrance. The living space with a
dining corner is designed separately and accessed via an L-shaped hall, along which

are the sitting area, the American bar, and the breakfast room. Different from the piano

304 «Sivil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, Cinnah 197, Kog Universitesi Digital
Collections, accessed June 17, 2020,
https://libdigitalcollections.ku.edu.tr/digital/collection/SMB/id/2266.

505 “Miihendis  Arif Saltuk  Villas:”,  Arkitekt, 1958, mno. 2  (1958): 55-60,
http://dergi.mo.org.tr/detail.php?id=2&sayi 1d=232.

306 “Bogaz i¢inde Bir Villa”, Arkitekt, 1974, no.2 (1974): 53-57,
http://dergi.mo.org.tr/detail.php?id=2&sayi_id=158&makale id=2021.
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and fireplace that were mainly designed as part of the reception or living space, the

American bar was placed close to the kitchen and dining area.

All the examples that date to a period between the 1930s and 1960s demonstrate the
articulation of piano as an auditory media and as a spatial item associated with the
public part of the domestic sphere, which consisted of a parlor and a dining room at its
core. The piano, therefore, was combined with the domestic setting as the third part of
the parlor, beside the sitting and dining spaces. While the piano or musical devices can
be considered conspicuous and found in the residences and the houses of the socially
well-off, they were far from being a visual center in the architectural plans. That is to
say, although the auditory media is both represented and accommodated in domestic
architecture, it did dictate the configuration of the interior components and furniture.
The fireplaces, which became prominent in the domestic interiors of the upper-class
houses starting from the late 1940s, on the other hand, became more central and
predominant in the domestic setting, especially as part of the sitting areas in the parlor.
The rising value given to the fireplace in the mid-century, during when it came to be
one of the signature objects of Americanization and the prevailing cultural climate,
was manifested in its integration into the architectural design as an exterior or interior
component. The fireplaces and chimneys were projected on the fagades as in Mehmet
Aker House and the Villa in Bebek. They were also instrumental in the functional
division of the parlor, as in the cases of Celebiler Apartment and Basin Sitesi. Unlike
the piano and fireplace which were often employed in the reception or living space,
the American bar was designed together with or close to the kitchen and dining area.

As such, it defined a space that is in between the living and dining activities.

The electronic media had assumed a privileged position within the private sphere,
starting from the 1960s onwards, in a way similar to the spatialization of piano,
fireplace, and American bar. The electronic media received a spatial emphasis by
adjoining the sitting and dining areas in houses. Although an analogy can be made
between radio and piano as auditory media and television and fireplace as visual
media, they did not replace each other. The non-electronic media preserved its locus

in the domestic setting as the signifier of conspicuousness while the electronic media,
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most particularly television, became transformative in the perception and use of

domestic space.

5.5. Radio and Domestic Space

Radio was introduced as early as the 1920s and proliferated in the mid-century as a
conspicuous object as well as a signifier of modernity and progress in the Turkish
context; although it is an auditory medium the visual qualities of radio came into
prominence in the domestic sphere. For example, a radio advertisement from 1966
that promotes radio as a worthy object for home and taste of the consumers with its
attractive appearance elevates the visual properties over the technical ones. (fig. 91) In
a newspaper advertisement published in 1953, 1954-model German Star brand radios
were introduced with the slogan "see, listen, decide”. (fig.92) The advertisement
praises the visuality by announcing the unmatched beauty and taste in making the Star
radios. Accordingly, it describes the radio as walnut ‘furniture’, durable and
meticulous artistry, attractive panache hit the eye directly. Indeed, the outer shell or
finishing material is referred as ‘furniture’ in many mid-century advertisements. (fig.
93) This established connection between radio and furniture can be assumed as another
feature used to magnify visuality. In mid-century Turkish cinema, on the other hand,
it is seen that the radio is generally placed on a buffet and at an eye level position with
respect to sitting. It is combined with a lace cover or with conspicuous consumption
objects placed next to it. (fig. 94) Similarly, in an example of a museum parlor
described retrospectively by Murathan Mungan, a well-known postmodern Turkish

writer, in his book Kadindan Kentler, the radio is placed as follows:

Framed pictures, trinkets on the buffet; cups, stemmed goblets, glasses, crystal sugar bowl
lined up in the glass partition not to show off but to be visible; they were all in their place. The
trust in the past, the pain in the testimony of the thing that moves the time inside me... I did
not know what to do. The radios on his buffet had changed over the years. “We got a new
radio, Nazan! It is made of American walnut.” Sprinkles joy in its voice! Then the radio in the
kitchen, the radio in the bedroom; later a handheld radio.>®’

507 Murathan Mungan, Kadindan Kentler (Istanbul: Metis, 2016), 102.
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Mungan explains both the positioning of the radio in the parlor and its appropriation
from the most public space to the private spaces in the house over time. Even though
radio had a certain impact on the culture as a propaganda tool and an agent of mass
culture in modern Turkey and occupied an important position in the domestic sphere
before the television era, it is rarely studied as a topic in architectural history. It can be
speculated that it was perceived as spatially insignificant because of its small scale and
lack of visual quality; consequently, the architects did not take radio as a reference in
the spatial layout of houses, in contrast to the piano. Indeed, it can be stated that there
was a general negligence of auditory environment in domestic architecture. In this
framework, architect Danyal Tevfik Ciper’s house designs are an exception. Ciper,
was sensitive to the auditory experience of the inhabitants and spatially designated this
by materializing the audio and utilizing radio and music sets in his designs. He

explains the role of audio, especially music, in his architectural design:

Substantially, all fine arts are a means of development for people. It is unpropitious to create a
building that is oblivious to the mental growth of people. People who will live in your building
will also be interested in music. Then you have to think about acoustics. When you design a
parlor, you should also consider where to place the musical instruments.>%
Ciper concretized his ideas by integrating audio and auditory electronic media in five
of his projects: a villa project, an apartment project, Erdem Yuva Building
Cooperative project, Ozkanlar House (1968), and Pozcu Apartment (1980). Amongst
them, just two projects, namely the Pozcu Apartment and Ozkanlar House, were

realized. %

On the upper floor of an unrealized two-story villa project (fig. 95) three bedrooms,
one functionally unspecified room, two bathrooms, two balconies, and one terrace are
located. Ciper designed the ground floor as an open plan with a large terrace creating
an L shape on the south and east side and with a closed garage adjacent to the house

at the north. The ground floor consists of an entrance, hall, toilet, a large “living parlor”

508 Selda Bagbugoglu, Interview with Danyal Tevfik Ciper, “Soylesi 1V”, Tavizsiz Bir Modernist
Mimar: Danyal Tevfik Ciper, ed. By N. Miige Cengizkan (Ankara: Arkadas Yayinevi, 2013), 65.

509 N. Miige Cengizkan, ed., Tavizsiz Bir Modernist Mimar: Danyal Tevfik Ciper (Ankara: Arkadas
Yaynevi, 2013).
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(oturma salonu’'”) with a dining section, and an open kitchen. The sitting area in the
living parlor faces the south on the front facade and the dining area is on the east. The
kitchen at the back and facing the north is partially separated from the dining area by
a cabinet. In the plan of the sitting section of the living parlor, there is a fireplace on
one side and a music corner with a music set on the other. Amongst the three sitting
groups Ciper envisaged, one takes the fireplace as the center. The sitting group in the
music corner is arranged independently from the music set. The music set stands next
to a wall near the hall and entrance. Similar to the piano, the music set is far from being
the visual focus. Nevertheless, it can be suggested that the music set establishes a

sitting area nearby and becomes a determinative agent in the domestic space.

Another unrealized project, an apartment (fig. 96) was located at the coastline and
designed with large balconies with a view to the sea. There are three bedrooms and
one bathroom connected by a corridor from the entrance, where there is also a toilet.
On the other side of the entrance, opposite the private part of the apartment, an open
kitchen, a dining area, and a sitting room opening to a large balcony are situated. A
living room with two sections follows the kitchen and the dining area. Although it is
not specified, it can be asserted that the main section of the living room functions as
the reception space and accommodates the main sitting group. In the second section a
fireplace and a radio set are placed; the radio set predominates the space compared to
the fireplace, which is positioned at the corner distant from any visual contact of the
main sitting area. Without a sitting group drawn in the plan, it cannot be assumed
whether the radio set creates a focal point. However, it is evident that the radio set is

more emphasized than the fireplace in the plan by the architect.

Erdem Yuva Building Cooperative, another unrealized project of Ciper, (fig. 97 and

fig. 98) is planned as three housing types: detached, row, and twin houses, with similar

510 In the Ciper’s housing designs, “living room” (oturma odast), “living parlor” (oturma salonu), and
“parlor” (salon) specified seperately. “Oturma salonu” is “sitting parlor” in literal translation. It seems
to be appropriate to translate it as the “living parlor” because it might suggest a intermediate form
between the living room and the parlor.
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layouts.>!! In Type 1 and Type 2, a corridor that links three bedrooms and a bathroom
starts right after passing the toilet and the storage cabinet (yiik/iik) from the entrance.
There is a kitchen on the opposite side of the toilet at the entrance. Across the entrance,
are a dining group and the stairs to the parlor. Type 3 has a similar layout, with few
exceptions; in the place of the storage cabinet, there is a lightwell that provides both
light and air, and there is a hall that connects the bedroom and the bathroom instead of
a corridor. The triangular parlors in all the types contain a sitting group, a library, and
a radio or music cabinet.’'? Neither the library nor the music cabinet forms a new
sitting section in the parlor. Instead, the position of the music cabinet serves the central
sitting group. However, it does not have an apparent control over the orientation of the

furniture.

Ozkanlar House (fig. 99), built in 1968 in Ankara and also known as Gemi Ev (ship
house in English), is the most famous work of Danyal Tevfik Ciper. It consists of six
apartments in three floors, the two apartments on the second floor share a terrace floor
and hence are duplex flats. The apartments on the ground floor were designed for rental
use while the upper floors were reserved for the members of the Ozkan family. On the
contrary to the prevalent apartment building practice composed of repetitive plans on
each level, the plan layouts of the Ozkanlar House were customized according to the

313 The two apartments on the ground floor have

needs and demands of the residents.
identical plan layouts. On one side of the entrance, after passing the kitchen and toilet,
is a corridor that links one master bedroom, two children’s rooms, and one bathroom.
On the other side, there is a large parlor. The kitchen opens to the dining section within
the parlor through a kitchen counter. A fireplace is situated near the entrance in the
parlor on the ground floor as well as the first floor in the same position. The space
allocated to the main entrance hall on the ground floor is repeated in the apartment

plans above the main entrance on the first and second floors. This space formed a

I Cengizkan, Tavizsiz Bir Modernist Mimar, 85-86.

512 Music cabinet (“miizik dolab1” in Turkish) is a cabinet in which the electronic items related to music
such as radio, music sets, and record player are integrated.

513 Aydan Balamir, “Ankara’nin Gemi Evi”, Tavizsiz Bir Modernist Mimar: Danyal Tevfik Ciper, ed.
by N. Miige Cengizkan (Ankara: Arkadas Yayinevi, 2013), 23-24.
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partially divided area within the parlors. Similar to the ground-floor apartment plans,
in the first-floor apartments, the private spaces and the parlor are separated by the
entrance and hall. The toilet and kitchen are located opposite to each other. In the
apartment used by the elders of the Ozkan family, the two bedrooms, a storage cabinet,
and a bathroom are reached via a corridor. There is a room for ironing and sewing
which is entered from the kitchen. The dining area in the parlor is next to the kitchen
and accommodates a radio set. The radio set as a venue of socialization is placed in a
transitional space next to the kitchen and dining and thus evokes the use of an
American bar. A working place is designed next to the fireplace. In the other
apartment, a master bedroom, two children’s rooms, a bathroom, a storage cabinet,
and an open place for ironing and sewing are arranged along the corridor. In the parlor,
the radio set and the dining section which is adjacent to the kitchen are placed facing
each other near the entrance. The parlor is separated through a partial wall behind the
radio set. This divided space accommodates an intimate fireplace corner. In the duplex
apartments on the upper floors, the terraces of the second floor are planned identical
and reserved for a master bedroom, children’s rooms, and a bathroom. is allocated to
a segregated guest bedroom and a bathroom, kitchen and ironing and sewing room
accessible from the kitchen, and a parlor. Different from the ground and first floors,
the fireplace and dining space are designed side by side next to the kitchen in both of
the upper-floor apartments. In one apartment, the radio set is placed behind the
staircase, which provides access to the terrace floor. In the other one, the radio set
stands as the focal piece of the space partially divided from parlor. It is noteworthy
that the fireplace and the music set are used interchangeably in the apartment plans.
On the first floor, the radio set is next to the dining area in one apartment, while the
radio set and the fireplace stand side by side in the other. On the second floor, a radio
set is placed where the fireplace was put in the first-floor plans. In the ground-floor
apartments, the apartment plan for the elderly family members, and the duplex
apartments, the fireplaces are positioned near the dining tables. The fireplace corner
defines an intimate space in the first-floor apartment for the family with children. The
same dynamic that provides intimacy is also implemented to radio corners of the

duplex apartments.
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Pozcu Apartment (fig. 100) is a seven-story apartment building constructed in 1980 in
Mersin. The building is composed of a small single-story apartment and two duplex
apartments with mezzanine floors on the ground floor and two apartments on each of
the upper floors. The small apartment on the ground floor is made up of a living room,
two bedrooms, and a bathroom. The kitchen is not shown in the plan, but it can be
speculated that it was envisaged as a kitchenette in the living room. The duplex
apartment located near the building’s main entrance has a toilet and a large parlor at
the entrance on the ground floor. The mezzanine floor reached by a staircase from the
parlor accommodates a partially open kitchen and an open dining space that have a
visual connection with the ground floor via a gallery space above the parlor. Preceded
by a small hall, a toilet, a dining area, and kitchen, is a corridor extending to the more
private spaces: one guestroom, two bedrooms, and a bathroom. On the ground floor in
the other duplex apartment, a guestroom, two bedrooms, and a bathroom are located
beside the parlor and the toilet. The configuration of the mezzanine-floor is very much
alike except for the relocation of the guestroom on the ground floor to expand the space
for the kitchen and dining space. In contrast to the ground floor, the upper-floor
apartments have identical plans. The typical apartment plan layout consists of a master
bedroom, a children’s room, a bedroom, a bathroom in the private part separated by a
hall and a guestroom/office, a toilet, a kitchen, and a large parlor with a balcony in the
public part. A circular dining table is positioned next to the kitchen. A circular fireplace
corner was placed at the passage to the dining area, on the same side of the parlor. On
the other side of the parlor, a wall is entirely designated to a music set. Based on the
central position and the occupied volume of the music set, it would not be wrong to
claim that the music set occupies a space visually and physically as significant as the

dining and fireplace corners in the parlor.

In the projects of Danyal Tevfik Ciper, which incorporates a radio in the public section
of the domestic setting, it is evident that the radio is given a spatial value within the
parlor, similar to other iconic spatial elements, the piano, fireplace, and American bar.
In the villa, apartment, and Erdem Yuva Building Cooperative projects, the radio, as
an auditory medium, does not create a visual center, unlike a piano. On the other hand,

the flats in Ozkanlar House and Pozcu Apartment exemplifies the use of radio as a

123



visual element in the domestic sphere. In the Ozkanlar apartment, the architect
employed the radio set and fireplace interchangeably in the floor plans. In the Pozcu
apartment, radio created an additional attraction center by joining dining, sitting, and
fireplace sections of the parlor. In the Ozkanlar House and Pozcu Apartment examples,
the radio was treated as a conspicuous object, visual focal point, and spatial
determinative. Both examples illustrate the use of the radio as a symbol of modernity
and progress as well as a vital factor in psychological development and well-being, as

the architect himself emphasized in an interview.

Despite such examples however, the impact of radio in the design of private settings
remained limited, unlike television, in the architectural productions of the era. The
television, which was appropriated to the household along with the piano, fireplace,
American bar, and radio, has become more transformative in the planning and use of
domestic space and relationship between public and private. The period following the
coup d’ état in 1980 witnessed neoliberal economic policies, rising prominence of
mass culture, postmodernism, and a shift in the perception of domestic modernity. In
this context, television has become a popular consumption item and media device in

the house and transformed the domestic space.
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CHAPTER 6

POST 1980S

6.1. Neoliberalism and the Changing Political Economy of House and Housing

The production of housing after the 1980s yet took another turn and followed the
dynamics of the transition to the neoliberal economy.’!* The relationship between
economy and state, as well as Turkey’s economy and global economy, changed
profoundly in accordance with the political and economic framework of neoliberalism.

Regarding the worldwide capitalist decline in the 1970s°!

and following Margaret
Thatcher and Ronald Reagan administrations in 1979 and 1980°!¢, Turkey complied
with the tendencies of the period through the neoliberal reformations that targeted the
economic and politic problems,>!” and the withdrawal of Biilent Ecevit government in
1979.51% In this regard, it can be stated that the neoliberal period in Turkey had started

with the Decisions of January 24", 1980, settled down by the September 12, 1980

514 Turkey had been repeatedly subjected to the economic re-regulation in conjunction with the
transformations in the political sphere to resolve the fiscal imbalance and attain progress: 1960, 1971,
and 1980 military coup d’états correspond to the following periods after the developments of the
bourgeoisie when the economic transformations were needed. Resistance against these transformations
from the sides of civic administrations ended up with the military interventions. The agenda of January
24th, 1980 was recognized, in this regard, as a milestone in both global and domestic scale. Pinar
Bedirhanoglu and Galip L. Yalman, ¢’State, Class and the Discourse, Reflections on the Neoliberal
Transformation in Turkey’’, in Economic Transitions to Neoliberalism in Middle-Income Countries,
Policy Dilemmas, Economic Crises, Forms of Resistance, ed. Alfredo Saad-Filho and Galip L. Yalman
(London, New York: Routledge, 2010), 110-111. Korkut Boratav, /1980°li Yillarda Tiirkiye 'de Sosyal
Simiflar ve Béliisiim (Ankara: Imge Kitabevi, 2005), 18.

315 Ibid., 110.
516 Boratav, 1980°li Yillarda Tiirkiye'de Sosyal Simiflar ve Béliisiim, 83.
517 Bedirhanoglu and Yalman, <’State, Class and the Discourse”’, 110.

18 Boratav, 1980°li Yillarda Tiirkiye'de Sosyal Simiflar ve Béliisiim, 83.
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military coup d’état and reconciled with the representative democracy by Turgut Ozal

government between 1983 and 1989.°1°

In line with the programs of the IMF and World Bank>2°, the economic policies of the
post-1980 period are characterized by the shift from the state-sponsored development
model to private enterprise economy that focused on exportation and adaptation with
international economy.®?! Especially the Decisions of January 24" had several
consequences such as devaluation, liberation in time deposits and lending rates, the
new and flexible exchange policies, liberation and consolidation in exportation,
divestment from the heavy industry and basic goods, privatization of the state
economic enterprises, the prohibition on the trade-union activities, and pay-cut of the
wages.’?? That is followed by the intense political repression and the complete
prevention of trade-union activities as a result of the 1980 coup d’état.>** As will be
discussed in detail in Chapter 3.2.1., liberalization in the economy, combined with the
coup’s political pressure, has paved the way for consumption and consumer culture to
replace political ideologies and identities and become a form of self-expression. After
1983, Ozal government maintained the general framework of the January 24th
program by incorporating the diversification of the financial instruments and changes
in the tax system in favor of the capital-owning class. Ozal period also enabled
considerable rents and encouraged the actions of the rentier class in foreign trade,
finance, tourism, and especially the construction industry with urban rents. >* In this
framework, the private sector and the bourgeoisie rose on the one hand, and the real

wages of the lower and middle classes fell on the other. Thus, the relationship between

319 Korkut Boratav, Diinyadan Tiirkiye ye, Iktisattan Siyasete (Istanbul: Yordam Kitap, 2015), 136.
520 Boratav, Tiirkiye Iktisat Tarihi, 122.

521 Bozdogan and Akcan, Turkey, Modern Architectures in History, 203.

522 Boratav, Tiirkiye Iktisat Tarihi, 122-123.

523 Kozanoglu, Cilali Imaj Devri, 123-124.

524 Ibid., 69-81. The rentier class is defined as the groups who sustain their economic existence through
the current returns and increment values of the resources which are nonproductive and convertible into
cash.
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state and socio-economic classes transformed between the years 1980 and 1988.523
House and housing in close relation to the new scene of neoliberal cities became the
mirror of intense privatization, urban rents, and social stratification manifested in

spaces of consumer culture.

The neoliberalism process of Turkey’s economy after 1980 manifested itself in the
reformation of the urban space. The increase in importance given to exportation and
adaptation attempts to the global economy resulted in the dislocation of the industry
and the new economic activities such as the tertiary sector and commerce from the city
centers to the outskirts. City image came into prominence as the signifier of economic
success. When the change in the economic meaning of the cities and the urban image
is combined with the urban rents, the public lands in the cities gained economic
significance and were subjected to intense privatization, including the previous illegal

6 Mass housing projects and gentrification, mainly

squatter (gecekondu) areas. >2
conducted by the state’s agency Mass Housing Administration (TOKI) and private
contractors and large companies, have become the leading factors in transforming to

neoliberal cities and in new housing development.

TOKI was established in 1984 to revitalize the housing sector and develop and support

housing projects in collaboration with the private sector; 2’ nevertheless, it currently

525 Boratav, 1980°li Yillarda Tiirkiye'de Sosyal Simiflar ve Béliisiim, 16.

526 Ibid. Until the 1980s, most of the lands were still belonged to the public domain because of inherited
Ottoman land policies which prevented commodifying activities. The structural reforms along with the
promulgation of the “’amnesty law’’ for squatter areas in 1984 led to the privatization of land. Hence,
accessible possession of land and construction licenses and expanded loans paved the way for urban
transformations in unused, as well as squatter lots by contractors and large companies. “The concrete
building blocks” took the place of the squatter houses, expressed by Sibel Bozdogan and Esra Akcan as
“the new global city is being built over the foundation of the illegal city that preceded it”. Bozdogan
and Akcan, Turkey, Modern Architectures in History, 236-237.

527 Bozdogan and Akcan, Turkey, Modern Architectures in History, 242. TOKI was initially named as
‘Mass Housing and State Partnership Administration’ (Toplu Konut ve Kamu Ortaklig1 idaresi
Bagskanlig1). The purpose of the Administration was to implement privatization and control of “The
Mass Housing Fund” which became authorized to do transactions with the private sector. The Mass
Housing Fund was constituted upon the income transferred from the taxes and sale values of the state
commodities instead of the state resources. The individuals, institutions, big construction firms, and
small contractors providing residential investments were allowed to benefit from the fund. In fact,
arrangements in the application regulations enabled the industrial organizations related to housing
receive credit support. Boratav, “Iktisat Politikalari: 1980-1994”, 681. Bozdogan and Akcan, Turkey,
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overproduces segregated residential projects for the middle and upper-middle
classes.>?® In contrast to the period before the 1980s, when housing production had not
yet reached the demanded amount, “the mass production of middle and upper-middle
income housing has exceeded the demand” after 1980. As a result of the
overproduction, in tandem with the rising mass culture, the new mass marketing, and
promotion methods became vital tools to generate housing demand. On the other hand,
TOKI’s extensive use of standardized designs and construction materials
homogenized the built environment at the edge of the cities by creating a mass-
produced and high-rise housing typology.’?® Despite some exceptions such as
Eryaman Housing (1996) by Ahmet Giilgéren and ATK Lodgings (1998) by Han
Tilimertekin, which challenged the mass housing standards with their spatial and
stylistic approaches, the idea of collective living mass housing in post-1980 Turkey
was considered tasteless, dull, and repetitive. (fig. 101) Another channel to produce
mass housing was to involve major entrepreneurs into the construction activities that
aimed at upper-class households who had high mobility. Very rapidly, a considerable
amount of public housing started to pop up on the edges of the cities. Realized by
private companies, and with a promise of high-quality domestic life distant from the
turmoil of the cities, such projects were most often designed in the form of gated
communities.’*® Hence, the earlier ideals on housing were abandoned in favor of the
consumer demand and economic benefits gained from housing after the 1980s. The
priority given to function, health, and affordability in the housing projects of the

preceding periods was replaced by the prominence and marketing of the “exclusivity”

Modern Architectures in History, 242. Coban, “Cumhuriyetin [lanindan Giiniimiize Konut Politikas1”,
94,

528 flhan Tekeli, Konut Sorununu Konut Sunum Bigimleriyle Diisiinmek (Istanbul: Tarih Vakfi Yurt
Yaynlari, 2010), 249-252.

529 Bozdogan and Akcan, Turkey, Modern Architectures in History, 243-244.,

530 Tekeli, Konut Sorununu Konut Sunum Bigimleriyle Diisiinmek, 252. Bozdogan and Akcan, Turkey,
Modern Architectures in History, 252-253. After 1980, the upper-income groups, who had emerged as
a social group as a result of the unequal growth patterns in the economic sphere, began to reshape the
activities of the entrepreneurs by forming a sufficient demand to initiate highly profitable housing
developments. This process had consequences on the progress in housing construction technologies and
finance.
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and “expensiveness” that became an embodiment of heterogeneous and privatized

! While TOKI settlements and gated communities have

“public space” in the cities.>
extended towards the edges of the cities, the city centers became subject to
gentrification, after 1980. The social segregation, which manifested itself in the
lifestyle and consumption habits, and the decentralization of the industry enabled
cultural facilities to flourish in the urban centers, which in turn created a demand for
residential areas within the city centers. Therefore, the neglected urban residential
areas, most famously Cihangir, Kuzguncuk, Beyoglu, and Tarlabasi in Istanbul and
Dikmen Valley in Ankara, for example, were renewed physically and culturally, after
evacuating the initial low-income inhabitants, and became re-occupied instead by the

2 The wurban transformation through mass housing and

high-income class.>
gentrification revealed the rising prominence of the media image in the production and
consumption of domestic space. Mass culture and consumerism that reigned over the
cultural scene of the post-1980 era consolidated the decisive role of media on the house

and private sphere.

Indeed, while the political and economic climate were not the only parameters that had
an impact on the production and consumption of domestic architecture in the 1980s
Turkey, they became mutually influential together with the changes in the cultural

sphere, consumerism, and maturation of mass culture. Mass culture and mass

331 Ibid., 257-258.

532 C. Nil Uzun, “The Impact of Urban Renewal and Gentrification of Urban Fabric: Three Cases in
Turkey”, Tijdschrift voor Economische en Sociale Geografie, 94, no. 3 (2003): 363-365,
https://doi.org/10.1111/1467-9663.00263. Neil Smith explains the economic aspect of gentrification as
the outcome of the capitalization of the rent gap that emerges through the distinction between potential
ground rent and the actual ground rent. Besides factors like social hierarchy, culture, and consumer
preferences, a variety of actors within the public and private sectors had involved in the gentrification
process because of the attractiveness of the urban rents. The residential investments that aimed to attract
the upper classes to the suburbs leveled down the property prices in the city centers. When the urban
renovations recovered the appeal of the city centers and developed a rent gap, gentrification had
naturally occurred. Neil Smith, “Toward a Theory of Gentrification A Back to the City Movement by
Capital, not People”, Journal of the American Planning Association, 45, no. 4 (November 2007): 540-
545, https://doi.org/10.1080/01944367908977002. In other respects, according to Davidson and Lees,
the new residential areas had the same gentrification characteristics with those of the renovated city
centers regarding “reinvestment of capital”, “social upgrading of locale by incoming high-income
groups”, and “landscape change”; yet, the evacuation still occurred obliquely. Mark Davidson and
Loretta Lees, “New-build ‘gentrification' and London's riverside renaissance”, Environment and
Planning A4, 37 (2005): 1169-1170
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communication, rooted in the late Ottoman period, had expanded in the Modern era
and progressed rapidly in the 1980s. The emerging consumer culture and printed media
were homogenized and democratized, and radio was introduced in the early 20®
century period. Then, in the post-war era, consumer culture and information and
communication networks were developed. Most importantly, in the 1970s, television
was presented to the audience. Finally, the mass culture and mass communication
became ubiquitous by reaching every corner of art, architecture, and everyday life,

after the 1980s.
6.2. Postmodernism and Mass Culture

The changes in the cultural climate were formed in conjunction with the radical break
in the politics and economy of Turkey after 1980.>3° The 1980s is distinguished from
the previous repression periods by the coexistence of repression and promise of
cultural liberation.>** The link between the social and cultural spheres and the political
economy of the period appeared ambivalent yet reciprocal. >3 While the ideologically
charged context of the 1970s was concluded with the repressive policies and
depoliticization enforced by the state, the adaptation of the neoliberal economy
facilitated the free market and importation in the 1980s. The discontinuity in the socio-
political pluralism of the 1970s as a consequence of the political repression and
depoliticization and the enhanced availability of consumer goods through neoliberal
policies stimulated the consumer culture amongst masses to build new identities via
consumerism in the 1980s.3® As journalist Canan Barlas commented in 1987, by
referring to the Ozal government, the political identities were displaced by the variety
in consumer habits, and mass culture became the new form of expression: “Here, the
issue of providing services rather than ideology emerges. It gives importance to

individual values to a certain extent. It presents the consumer society. It brings the

333 Giirbilek, Vitrinde Yagamak, 21.
34 Ibid., 102.
35 Ibid., 21.

336 Kozanoglu, Cilali Imaj Devri, 124.
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people forward who differ by consuming”.>*7 As such, the consumption norms gained
prominence in order to manifest distinction and individuality in everyday life. New
modes of identity structures were constituted based on consumption, media, and
popular culture. Emerging and cultivating spatial media of consumption, such as
"supermarkets, international hotels, retail and fast-food chains, office and residential
towers", gated communities, and particularly shopping centers with early examples
like Karum (1988-1991) in Ankara and Akmerkez (1991-1993) in Istanbul, embodied
the 'lifestyles' and consumption patterns of the new mass society that emerged after
1980.%% The advertising sector, which flourished in parallel to the free market
economy and permitted importation, dignified the ‘Western’ style consumer habits by
highlighting ‘exclusivity’ and ‘classiness’ through mass communication and the
increased media channels.’3® Mass culture culminated in new consumption norms and
spaces of consumption, supported by advertisement and developments in mass media.
Expedited circulation and transmission of the symbolic goods via mass media through
the advancements in communication technology and liberation, the proliferation of
communication channels, and even omnipresence of media consolidated the mass

culture more than ever before in 1980s Turkey.

With the increase in quantity and variation of printed media in the 1980s, the end of
the state monopoly on radio and television and establishment of the local and national
private television channels and radios at the beginning of the 1990s, the mass media
in the Turkish context increased drastically. Radio was re-popularized in the 1980s
and 1990s; yet, it could not reach the extent of the impact of television.’*® Television
became integrated with the visualization and entertainment industry as a unique

cultural aspect after 1980.5*! Colored television broadcasting, which was introduced

537 Bali, Tarz-1 Hayattan Life Style’a, 32.
538 Bozdogan and Akcan, Turkey, Modern Architectures in History, 205.
539 Bali, Tarz-1 Hayattan Life Style’a, 28.

540 Can Kozanoglu, “80’lerde Giindelik Hayat”, in Cumhuriyet Dénemi Tiirkiye Ansiklopedisi: Yiizyil
Biterken, ed. Fahri Aral et. al. (Istanbul: iletisim Yaynlar1, 1996), 599.

541 Ahmet Oktay, “80’lerde Tiirkiye’de Kiiltiirel Degisim”, in Cumhuriyet Dénemi Tiirkiye
Ansiklopedisi: Yiizyil Biterken, ed. Fahri Aral et. al. (Istanbul: iletisim Yayinlari, 1996), 823.
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in 1981, and the increase in the number of public television channels (TRT) starting
from 1989,%*? and that of the private television channels starting from 1990,°* signify
not only technological advancements in Turkey but also the rising prominence of the
visual culture and visuality in the last decade of the 20" century. Diminishing state
censorship on media and the growing number of media channels and broadcasts
liberated and reinforced the mass media in Turkey in this period.>** Therefore, types
of cultural production which were not seen in the Kemalist high culture, such as
arabesk culture, rural culture, Islamic culture, and overall popular culture, has received
widespread media coverage, primarily with the escalating consumer demands of
varying social classes and groups. The hierarchy between the high culture of the
Republican elite and the popular culture was replaced by a modernization defined by
heterogeneous and plural content in media. Cultural identities and subcultures outside
the official culture>* found the opportunity to self-represent in commodity form for

masses to consume.>*°

Indeed, as Murat Belge asserted, the increasing number of
television channels, radios, and the volume of broadcasting induced more
depthlessness and reproduction rather than diversification. Within the ‘commercial
race’, Western and domestic models of popular culture were imitated and reproduced.
Appeal to popular taste was favored amongst the mass communication channels to

cope with the market dynamics and media competition.>*’ Likewise, the architectural

342 “Tarihge”

543 «Star 28 Yasinda!”, Star TV, last modified May, 7, 2018, https://www.startv.com.tr/haber-detay/star-
28-yasinda.

>4 Murat Belge, “Yeni Insan, Yeni Kiiltir”, in Cumhuriyet Dénemi Tiirkiye Ansiklopedisi: Yiizyil
Biterken, ed. Fahri Aral et. al. (Istanbul: Iletisim Yaymlari, 1996), 830.

545 Official culture signifies the culture that is supported, promoted, legitimated, and institutionalized in
a society by the state elite or bourgeoisie. In the Turkish context, the official culture corresponds to a
set of cultural values propagated to built the ideal modern Turkish nation envisioned in the Kemalist
modernization and westernization project. A homogeneous society on the basis of “republicanism,
nationalism, secularism, and nationalism” was desired and imposed by the Republican elite. To
accomplish this goal, heterogeneous and plural cultures of ordinary people based on diverse “religious,
ethnic, linguistic, and cultural” backgrounds were repressed for the sake of unity and homogeneity. Asu
Aksoy and Kevin Robins, “Peripheral vision: Cultural industries and cultural identities in Turkey”,
Paragraph, 29, no. 11 (March, 1997): 1938, https://www.researchgate.net/publication/23538506.

346 Giirbilek, Vitrinde Yasamak, 102-109.

547 Belge, “Yeni Insan, Yeni Kiiltiir”, 830.
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media, enriched with new periodicals in the 1980s and 1990s, such as Arredamento
Dekorasyon (1989), Tasarim (1989), and Mimarlik & Dekorasyon (1991), responded
to the commercial concerns of the period by reconciling and integrating the
‘conspicuous’ facet of architecture and particularly of interior design for the consumer
in order to be embraced by a wider audience.’*® The boundaries between art and
architecture and everyday life and popular culture became ambiguous. Architectural
media functioned as a bridge between architecture and the mass audience. Architecture
began to be represented in such a way that the intellectual and professional goals, as

well as the commercial concerns and consumer taste, could be fulfilled altogether.

According to Ahmet Oktay, the predominant inclinations in the media, namely, the
visualization, commodification, reconciliation of different codes such as high art and
popular culture, production and dissemination of symbolic goods, reproduction of
signs and images after 1980 should be evaluated within the framework of
postmodernism.>* Postmodern dispositions such as hybridity, irony, pastiche, mix of
styles, eclecticism, historical and vernacular references, the uncertainty between high
culture and low culture, combination of global and local and technological and
traditional within the field of art and architecture have concurred with the novelties in

consumption, mass media, and popular culture as Bozdogan and Akcan explained:

In all expressions of culture (from art and architecture to literature, music, and cinema) austerity,
paternalism, and universalistic claims of official republican modernism have been challenged by
a plurality of postmodern stylistic experiments and by diverse expressions of popular culture,
such as the incorporation of vernacular and historical references in architecture or popularity of
hybrids forms like arabesk or Turkish-pop in music.>*°
As in art and cultural production, the common practice in architecture complied with
the postmodern tendencies that mixed various codes to be distinguished in mass
culture. Aydan Balamir remarked that the architectural counterpart of the 'rising

values' of the period, as a manifestation of cultural tolerance, became the plurality of

548 Ozdel, “Architectural Periodicals”, 88-103.
5% Oktay, “80’lerde Tiirkiye’de Kiiltiirel Degisim”, 823.

350 Bozdogan and Akcan, Turkey, Modern Architectures in History,204.
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styles that was convenient for the architectural production for all tastes.>! The
fragmentation in the cultural sphere is mirrored with plural forms and styles, such as
collage of different consumer identities, prestige architecture and new monumentalism
through an emphasis on ‘hi-class’ and ‘hi-tech’ in architecture that responded to the
consumer demand and market forces. On the other hand, the appropriation and
internalization of the intellectual base of postmodern art and architecture provoked

352 Philosophers such as

authenticity to a certain extent in Turkish architecture.
Foucault, Lyotard, Baudrillard, Jameson, Deleuze, and Guattari are translated into
Turkish in the 1980s.>3® The theoretical debates in the Turkish architectural agenda
coincided with the adaptation of the practice of postmodern art and architecture.
Unlike the architectural movements, images, forms, and styles, which were directly
'imported' and emulated from the West until the 1970s and 1980s, postmodernism in
Turkey was contemplated and criticized by the professional and academic circles of
architecture. Architects tried to find authenticity mainly through free form
experiments, historical and vernacular interpretations, and a synthesis of global and
local; nevertheless it is not possible to define clearly aspects of postmodernism in the
Turkish context.>>* Examples such as Siiriiciiler Terrace Houses (1989) by Merih
Karaaslan, Demir Houses (1987) by Turgut Cansever, Deputy Housing Complex
(1984) by Behruz Cinici, and Sagra Lodgings and Guest Houses by Mehmet Konuralp
(1984) represent those postmodern architectural tendencies after 1980.°5 (fig. 102)

551 Aydan Balamir, “Mimari Kimlik Temrinleri II: Tiirkiye’de Modern Yapi Kiiltiiriiniin Bir Profili”,
Mimarlik, no. 314 (November-December, 2003),
http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=26&RecID=260#.

552 Ibid.
533 Oktay, “80’lerde Tiirkiye’de Kiiltiirel Degisim”, 823.

554 Mine Kazmaoglu and Ugur Tanyeli, “1980’li Yillarin Tiirk Mimarlik Diinyasina Bir Bakis”,
Mimarlik, no. 221 (1986): 42.

355 In Siiriiciiler Terrace Houses (1989) in Ankara, the architects designed a series of terraced houses,
instead of high-rise buildings as advised in the development plan of the area. Taking the building culture
and image of Cappadocia as their source of inspiration, they experimented with color and form in the
terraced units and inclined roofs in order to create the appearance of an artificial valley with sloped
housing rows facing each other. Bozdogan and Akcan, Turkey, Modern Architectures in History, 276-
277. Siiriiciiler Terrace House project exemplifies the search on free form to gain prominence amongst
the prevailing conventional architectural productions as well as a subtle interpretation of historical and
vernacular codes taken from Cappadocia. Historical and vernacular references are more evident in the
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The transformations in media and mass culture, in conjunction with the political and
economic climate, changed not only the architectural thought and production but also
the relationship between the public and private spheres in Turkey of 1980s. The
altering modes of modernity, consumption, and mass communication affected the
ideals and reality concerning the meaning, use and design of domestic space regarding
both its interior and also how it was perceived in relation to the public sphere. The
ongoing conceptual segregation of the private sphere from the public, since the
Ottoman era loosened in the 1980s with the change in the understanding of privacy as
well as progress in mass media. Media became the primary source connecting and
interpenetrating the private and public, notably in the periods when the house
functioned as the haven in defense to repression and segregation in public life.
Different from the conceptual and material segregation of private and public spheres
in the West, which was based on such Victorian attributes a as honor, morality, gender
roles, function and health against the forces of industrialization, the Ottoman approach
to separating public from private came from the Islamic norms that were attributed to
the private sphere such as secrecy, privation, forbiddance, and gender roles. The
seclusion of the private sphere remained relevant and was adapted to the modern
domestic practices in the Republican period as well and remained as such to a great

extent until the 1980s. Therefore, it can be stated that media, especially television, has

Deputy Housing Complex and Demir Houses in significantly distinct ways. The Deputy Housing
Complex (1984) aimed to reconciliate past and present, modern and traditional. The site plan of the
building complex is an interpretation of the traditional Anatolian neighborhood with courtyards. Wide
eaves, window proportions, cantilevers evoking the traditional bay windows (cumba), and the staircase
and cupboard details used in the interiors demonstrate the contemporary translation of the traditional
house.>** In Demir Houses (1987) in Bodrum, Turgut Cansever referred to the Greek, Byzantine, and
Ottoman heritages. In this respect, he highlighted cultural integrity and continuity in design. His
approach reflected on the design in terms of the variety of the houses that blend into a whole by means
of'a common architectural language. Local stones, wood, and exposed concrete are combined to produce
a vernacular design with a modern look. “Demir Tatil Koyii”, Arkitektiiel, last modified May 20, 2017,
https://www.arkitektuel.com/demir-tatil-koyu/. Esra Akcan, “Sanatin ve Mimarligin Goreli
Ozerkligi/Ozgiirliigii Uzerine”, Mimarlik, no. 257 (1994): 22. In Sagra Lodgings and Guest Houses
(1984) built for the hazelnut production and marketing company Sagra, Mehmet Konuralp is inspired
from the local small buildings of the Black Sea Region, called ‘serander’, where products such as
hazelnuts and corn are stored. These storage units are built on poles to protect the goods from animals
and ground humidity. Konuralp reinterpreted the serander; the Sagra complex is elevated on pilotis and
constructed with modern materials and techniques. By standing between global and local, the complex
represents a fusion of different design elements and approaches in Turkish postmodern architecture in
the 1980s. Dostoglu, “Modern Sonrasi Mimarlik Anlayislari”, 49.
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transformed the relationship between public and private in a manner similar to the

West, but did so in a more radical way.
6.3. From Parlor to Living Room

It is a fact that the process of the interpenetration of public and private within the house
began with the introduction of television in the 1970s; the flexible layout and use of
domestic space however, became an ideal only in the 1980s, after the shift in culture,
rising significance of mass communication, and “flows of globalization and
urbanization”.>>® The spatial boundary between public and private within the house,
which once signified modernity, came to symbolize the traditional facet of the Turkish
domesticity.>>” The ‘Western-style’ multifunctional living rooms started to be
embraced as manifestations of modernity. Thus, the living rooms gained the function
of everyday domestic activities besides being the showcase of status for the outside

558

gaze.>>® On the other hand, the interpenetration of public and private spheres via

media, in particular via TV, became rooted with the increase in the use of electronic
media and expansion of mass media in Turkey, and the increase in the representation
of the private sphere in the media channels. According to Nurdan Giirbilek, media
became the connection point between house and outside, especially in the repression

period after the 1980 coup d’état:>>°

The slide of interest from the public to the private which began in Turkey in the 1980s was
doubtless in part coerced. Every repressive period, every constraint put upon the life of the street,
the workplace, trade unions, political organizations or private institutions, forces people to
withdraw, into the home, into solitude, into the inner world. But what left its stamp on Turkey
in this period was not this kind of inward turn, not a withdrawal into privacy. On the contrary,
what had long been private was brought out into the open; it was transformed into news,

information, images.*®

3% Ibid., 5-6.
357 Ibid.
338 Ibid., 15-16.

559 Nurdan Giirbilek, New Cultural Climate in Turkey: Living in a Shop Window, trans. by Victoria
Holbrook (New York: Zed Books, 2013), e-book, chap. 3, para. 5.

360 Tbid.
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The political repression as well as heterogeneity and segregation created by the
neoliberal economic policies of the 1980s resulted in the decline of urban life. Under
these conditions, the withdrawal from public to home’ as the haven reconstructed the
relationship between public sphere and private sphere on the basis of mass
communication. The private sphere became subjected to mediated gaze and
‘voyeurism’ of the public,*®! by means of the emerging “private life industry”>62; thus,
the absence of public sphere was compensated with the disclosure of privacy.’®? The
diminishing boundaries between public and private became evident in language too.
According to Giirbilek, the concept of 6zel hayat emerged and disseminated in media
as the equivalent of ‘private life’. The word ozel designating individuality and
ownership took the place of archaic term mahrem, which signifies privation (harem

)>%4 and “the centuries old barrier of seclusion” of house”.’® The transition

/haram
from mahrem to ‘6zel’ demonstrated the end of the absolute segregation of spheres in
the house through media. Newspapers, books, magazines, movies, television and radio
programs, and advertisements produced, aestheticized, and exhibited the privacy
related contents for masses to consume.’*® The publications as to architecture and
interior design displayed the house interiors of the publicly recognized figures, in the
1980s and 1990s. In fact, the disclosure of privacy became a way to show social

status.>®’

The domestic sphere was not only presented as a setting of consumption
through media, but its qualities became the object of desire in the public sphere as
well. Homelike features that suited the lifestyles of the consumers were promoted by
the mass communication channels. Implications of private life, such as comfort,

informality, and casualness were advocated in the visuals and language of media;

361 Giirbilek, Vitrinde Yagamak, 66.

562 Ibid., 54.

563 Ibid., 54-55.

64 Ibid., 57.

565 Nasir, Timur and Giirel, “Living Rooms Occupied”, 16.
566 Giirbilek, Vitrinde Yagamak, 55.

567 Nasir, Timur and Giirel, “Living Rooms Occupied”, 12.
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especially in advertisements.’*® The domestic sphere became unveiled, discussed, and
simulated within public sphere through media; while media brought the public sphere

into house.

Television played a central role more than other means of mass communication in the
withdrawal from the public into home. Television in the Turkish context became a
‘window’ connecting the home to the outside in the absence of public life. It
predominated the education, culture, art, entertainment, information flow, public
discussions, and even social organizations in an environment, where the access and
capacity of other mediums such as radio and printed media remained inadequate in
comparison with the visual communication power of television. Television had
eventually reached and penetrated not only houses but also every corner of everyday
life, from restaurants and shops to offices and even intercity buses. The domestic
sphere, in which the impact of television was perceived at the utmost, was transformed
physically and ontologically in tandem with the invasion of the home by the television
and other media instruments as well as the economic and cultural context of the
period.>® The spatial echoes of television that started in the 1970s came into sight,
starting from the 1980s. Either the choice of the client or architect, television became
determinative regarding the use and design of the domestic space; as Glizer expressed:
“In most of the houses I have entered, I have the feeling that televisions have always
been there, and the houses are built around them”.>’" Glizer emphasizes the spatial
importance of television in the private sphere as a determinative object. Indeed,
television mediated a radical turn in the construction, use, and experience of domestic
space. The engagement between public and private, which gradually developed since
the beginning of the 20" century in the West, was more sharply established in modern
Turkey through two key events: the introduction of consumer culture and electronic
media. Television, in particular, has been crucial in terms of redefining the spatial

boundaries within domestic space and reconceptualizing privacy in connection with

568 Giirbilek, Vitrinde Yagamak, 67.
399 Giizer, Konut Uzerine De(ne)meler, 43-45.

370 Ibid., 43.
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the public sphere, leisure, and entertainment. With the introduction of PCs and mobile
media at the end of the 20" century, the ambiguities between global and local, public
and private, work and leisure have risen to a level that the spatial limits of the house
began to have no communicative significance. In this framework, the traces of these
transformations in the house and private sphere can be found in architectural and

popular media and, more significantly, domestic architecture itself.
6.4. Television and Domestic Space

With the changing understanding of modernity, television gradually brought the public
sphere into the private and leisure activities into the parlor, thereby ending the museum
parlor practice. The house gained the characteristics of public sphere through the
continuous circulation of local and global cultural products on the screen. In fact, the
radical cultural transformation in the 1980s is usually identified with the emergence of
television culture. The traces of this cultural shift can be found in the products of
popular culture in Turkey as well. For instance, Yavuz Turgul’s film Ask Filmlerinin
Unutulmaz Yonetmeni (1990)°7!, which tells the story of a film director, successfully
illustrates the cultural climate of the era in relation to the television. In a dialogue,
Nihat’s character talks about his 100-year-old tortoise: “What a strange look. This
tortoise has seen the Sultan; he has seen the Republic, one party, many parties, three

”»372 He counts television and

revolutions, television, FEurovision, and more.
Eurovision®”? as one of the turning points of the modern Turkish cultural context. In
addition, the television set placed at the center of the living room of Hasmet’s house,
the leading character of the film, illustrates the engagement of television into the
domestic setting. One scene that captures Hagsmet’s son performing Michael Jackson

dance in front of a television set in the living room, furthermore, confirms the impact

STV “Ask Filmlerinin Unutulmaz Yonetmeni”, Tiirk Sinemas1 Arastirmalari, accessed August 8, 2021,
https://www.tsa.org.tr/tr/film/filmgoster/778/ask-filmlerinin-unutulmaz-yonetmeni.

572 Erler Film Tiirker Inanoglu, “Ask Filmlerinin Unutulmaz Y&netmeni | Sener Sen, Pitircik Akerman”,
Youtube, last modified February 22, 2019, https://www.youtube.com/watch?v=jj FQRjvC41&t=1s.

573 Eurovision is an annual televised singing competition among the European countries since the 1950s.
Turkey has started to participate in the competition since 1975. “Countries: Turkey”, Eurovision Song
Contest, accessed August 5, 2021, https://eurovision.tv/country/turkey.
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of television and globalized mass culture. (fig. 103) In his book 80 lerde Cocuk Olmak
(Being a Child in the 80s), a collection of memoirs of the writers, prominent figures,
and professionals who spent their childhood in the 1980s, Onur Behramoglu narrates
his childhood perspective in relation to the penetration of mass culture in every corner

of life by saying that:

I followed the TV series Dallas, The White Shadow, Moonlighting, Dempsey & Makepeace,
MacGyver, Alf, Mission Impossible, Kiiciik Hanimefendi, Knight Rider, Shogun, Pippi
Longstocking, The Golden Girls, Benny Hill, The Cosby Show, Charles in Charge, Webster,
The A-Team, The Twilight Zone, Yes Minister, The Streets of San Francisco, and, like most
of my peers, I dreamt about Sam of Generations and Feride of the Calitkusu when I was a child
in Istanbul... Cousin Larry and Cousin Balki were family members; so are Adile Nasit and
‘Captain Kusto’... Lucky Luck’s adventures while having Sunday breakfast and right after the
cowboy movie is expected; though boring at times, the Sunday concert was listened to with
respect.’’*
Behramoglu, indeed, portrays the everyday life a television-obsessed mass culture. In
the socio-political atmosphere that causes a retreat from the public to the private sphere
in the 1980a, television becomes one of the few sources of leisure and entertainment,
especially for the lower and middle classes, while the fictional characters introduced
in films and TV series are embraced as family members by them. Likewise, Perihan’s
character, one of the leading roles as the homemaker in Kiract (1987) film directed by
Orhan Aksoy®”, proclaims television as the only source of her ‘happiness’ in the
house. (fig. 104) Milyarder (1986), directed by Kartal Tibet>’®, shows scenes from the
houses of families celebrating New Year’s Eve by gathering around their televisions.
(fig. 105) In some film examples, television participates event into the act. In a scene

in Ciplak Vatandas (1985) by Basar Sabuncu®’’, the protagonist speaks to the

*7* Onur Behramoglu, “Nemegek, Kunta Kinte, Kamber Ates Nasilsin?”, in 80 lerde Cocuk Olmatk, ed.
by Kadir Aydemir (Istanbul: Yitik Ulke Yayinlari, 2013), 22.

575 “Kijracr”, Tiirk Sinemasi Arastirmalari, accessed August 8, 2021,
https://www.tsa.org.tr/tr/film/filmgoster/3588/kiraci.

576 “Milyarder”, Tiirk Sinemasi Arastirmalari, accessed August 8, 2021,
https://www.tsa.org.tr/tr/film/filmgoster/1495/milyarder.

571 “Ciplak Vatandas”, Tiirk Sinemas1 Aragtirmalari, accessed August 8, 2021,
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television in which he sees his reflection. In the same film, a state-of-the-art television
is the first object to enter the family’s new house and signifies getting wealthier. In
Aaahh Belinda (1986), directed by Atif Yilmaz®8, the protagonist is fictionally trapped
in a television advertisement. (fig. 106) One of the places shown in Ertem Egilmez’s
Namuslu (1985)7°, where television is the focal point in most domestic space scenes,
is a television shop. (fig. 107) The emergent Turkish television series towards the late
1980s, which mainly focused on topics such as the domestic sphere, family relations,
apartment life, and neighborhood, have e television and watching television as an
indispensible part of daily life. (fig. 108) Thus, the ubiquity of televised mass culture
was exposed through popular culture and media in the 1980s, and hence, its spatial

manifestations were inevitable.

Television’s integration into architectural design practice began also in the 1980s. The
photographs of buildings showing portable televisions, such as Cakirhan House (1971)
by Nail Cakirhan®®* and Nafi Bak House (1972) by Utarit Izgi*®' exemplify the use of
television as a major component of space in the interior settings in the 1970s.(fig. 109)
Television started to be represented in architectural projects in the first half of the
1980s but began to impose a strong impact on spatial design after the 1980s. For
example, it was epresented in the plans of the prize-winning projects of the National
Architectural Project Competition for Rental Housing in Slum Prevention Zones and

Underdeveloped Regions (Gecekondu Onleme Bolgeleri ve Geri Kalmis Yorelerde

S8 “Aaahh  Belinda®, Tirk Sinemasi Arastirmalari, accessed August 8, 2021,
https://www.tsa.org.tr/tr/film/filmgoster/1292/aaahh-belinda.

579 “Namusiu”, Tiirk Sinemasi Arastirmalari, accessed August 8, 2021,

https://www.tsa.org.tr/tr/film/filmgoster/499/namuslu.

580 «“Cakirhan Evi, Tiirkiye”, Mimariik, n0.195 (1983): 29-30,

http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=247.

381 “Ulus'taki Nafi Bak Evi fotograflari - Photographs of Nafi Bak House in Ulus”, Salt Research, last
modified September 14, 2018, https://archives.saltresearch.org/handle/123456789/71997.
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Kiralik Konut Ulusal Mimari Proje Yarismast) 1982)°%? and Evin Apartment (1984)

by Hiiseyin Egeli,>®’

yet without a remarkable effect on the spatial layout. Starting
from the second half of the 1980s however, the spatial influence of television on

domestic architecture came into prominence. (fig. 110 and fig. 111)

Designed by Hayzuran Hasol and Dogan Hasol Zeytinoglu House, also known as A
House in Camlica (1988) is a single-family villa located in Istanbul. (fig. 112) The
house consists of three main parts used for domestic activities, receptions, and
services. The house is organized around an inner courtyard with five half levels. The
first level accommodates the functions of winter lounge, billiard, dark-room, wine
cellar, and heater core. The kitchen, parlor, dining room, and private living/television
room are on the second level. The entrance is provided from the third level. A section
for the guests — named as the guest apartment — and also a section for the personnel
containing two rooms, a bathroom, and kitchenette are also on the third level. The
fourth and fifth levels are allocated to the family. A living/office space and master
bedroom with a changing room and bathroom occupy the fourth level and children’s
rooms, a bathroom, a laundry room, and a gym are placed on the fifth level. The main
parlor, located between the inner courtyard and garden and also interconnected with
the dining room and living/television room on the second level, has a double-height
ceiling that provides visual contact with the living/office space on the fourth level. The
garden is directly accessible from the parlor. The sliding door between the dining room
and parlor makes the use of space flexible, allowing to separate or connect the volume
when necessary. The private living/television room is separated visually from the
parlor by a level difference of few steps and a suspended fireplace in between.’®* The
television section is arranged as a third-focus next to the lounge and dining room

couple. This section, which was reserved for a fireplace in the pre-1980 examples of

382 “Gecekondu Onleme Bolgeleri ve Geri Kalmis Yorelerde Kiralik Konut Ulusal Mimari Proje
Yarismasi”, Mimarlik, no. 182 (1982): 13-31,
http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=235.

83 Hiiseyin Egeli, “Evin Apartman1”, Ege Mimarlik, 1993, no. 3 (1993): 53-55,
http://egemimarlik.org/1993-3/index.php.

384 Yap1 Endiistri Merkezi, Konutlar: Villalar, Toplukonutlar ve Siteler, Yenileme Calismalar: (Istanbul:
YEM Yayin, 1995), 31-38.
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domestic architecture, is defined as a living/television room, as a consequence of the
predomination of television that began in the 1980s. Although a suspended fireplace
is also set in the parlor, it functions as an architectural element that separates the space
between the parlor and living/television room rather than a focal point regulating the
sitting group. The parlor and living room were not designed as a totally segregated
suite; yet, they are partially disjoined by the level difference and the suspended
fireplace. The public qualities attributed to the parlor, such as visual connection with
the fourth floor and direct access to the garden, are not valid for the living/television
room. The living/television room has private characteristics in comparison with the
parlor. Therefore, the reception and living, public and private, started to be
interpenetrated within the domestic sphere to some extent. Two possible scenarios can
be gathered from the plan layout and spatial integration of the television. The first
scenario is that the television took the place of the fireplace. The second one is that the
fireplace’s position, which is identified with the part of reception rather than leisure,
is weakened with the gradual abundance of the traditional understanding of the

segregated parlor in the case of the Zeytinoglu House.

The two-story villa called as Teoman Baygan House (1991-1993) is designed by Joys
Israel who described it as “cubic, geometric, and essentially modernist”.>®> (fig. 113)
The architect emphasizes the elliptical hall with a gallery space above located at the
entrance, as a constituent parameter in building’s identity and use of distinctive
materials such as green Sapanca marble and the stainless steel. The ground floor and
upper floor are designed independently. Two bedrooms, two bathrooms, one living
room, and two terraces that are located on the upper floor is allotted to the use of the
family’s two daughters, who occasionally visit the house. On the ground floor, there
are a three-part parlor, living and working spaces of the residents, and a large kitchen
opening to the garden. A platform was constructed in front of the kitchen as a wind

barrier for the outdoor dinner parties.>®® The three-part parlor includes the dining room

85 Joys Israel, “Teoman Baygan Evi”, Ege Mimarlk, 1994, no.3 (1994): 47,
http://egemimarlik.org/1994-3/index.php.

386 Ibid., 47.
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on one side and the office/television room on the other. In this respect, the typology of
the parlor in the Teoman Baygan House is very much the same as the one in the

Zeytinoglu House.

The three-part layout composed of dining, sitting, and television sections is also
applied in Esin Onder House (1992-1993) by Ozen Otag®®” and Alacaatli Houses by
Danyal Tevfik Ciper. (fig 114. and fig. 115) Esin Onder House is a two-story twin
villa with a three-part living suit. There are three bedrooms and two bathrooms on the
upper floor. On the ground floor, an entrance opens to a kitchen, toilet, and utility
room. After passing this section, comes an L-shaped and three-part living suit with
two sitting groups and a dining area. The dining section is divided from the main part
through a console. One of the sitting groups is arranged by taking television as its
center. Alacaatli Houses Project is an unrealized project of Danyal Tevfik Ciper. In
the three-story villas the basement floor, ground floor, and upper floor connect
vertically via a circular atrium and a circular staircase rising from an inner garden at
the basement. A multifunctional hall for such activities as fitness and billiard opens to
the utility room, swimming pool, and change rooms. There is also a maid’s room with
a toilet and bathroom which has a separate access from the outside. The
multifunctional hall has a direct contact with the garden as well. The ground floor is
occupied by a guestroom and a kitchen, a toilet designed on the sides of a three-part
parlor at the center. Ciper tagged the parts in the drawings as the “living parlor”,
“dining”, and “living-television”. There is a fireplace corner next to the guestroom and
an American bar between the living-television space and kitchen. Although the
fireplace and American bar are present on the ground floor, the architect chose to
designate one of the three parts to the television. The space above the living parlor
provides visual connection with a hall with breakfast area on the upper floor. A master
bedroom, two children’s rooms, and two bathrooms are placed encompassing the
atrium and hall on the upper floor. Furthermore, the functions of the spaces in three-
part configuration alternates in the examples of a villa design and Incek Houses by

Ciper as well. (fig. 116. And fig. 117) The villa design is a formal exploration of

387 «Esin Onder Evi”, Ege Mimarlik, 1996, no. 1 (1996): 48-49, http://egemimarlik.org/18/index.php.
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domestic architecture executed by the architect. >*® In the plan surveys of the two-story
villa, the upper floor is reserved for the private rooms. In type 2 ground-floor plan,
there is a living parlor with a corner for American bar and partially closed
living/television room. On the other hand, the parlor is made of living parlor,
television/music, and fireplace sections on the ground-floor plan of Incek Houses, in
which the upper floor is allocated to private bedrooms and the basement

accommodates the utility rooms and a swimming pool.

The Square House (1991) or Sarda Residence (fig. 118) by Giingér Kaftanci is
composed of spaces placed in a square mass diagonally. In the two-story villa, four
bedrooms and two bathrooms are located on the upper floor.>®® On the ground floor, a
kitchen with a maid’s room, a parlor, and a terrace are planned along the diagonal axis
while the entrance, a staircase, and dining room are designed along the transverse axis.
The parlor with a double-height ceiling engages with the upper-floor hall visually. The
parlor contains three sitting groups. Two sitting groups are arranged next to the
windows and the third is placed around a fireplace. The fireplace, which is also at the
intersection of the diagonal design lines, constitutes a visual and spatial center in the
parlor. The dining room and parlor are partitioned by a console, television set, and a
level difference. The television set found in between the dining room and parlor is
oriented to one sitting group in the parlor. In contrast with the Zeytinoglu House, the
fireplace retains its role in the reception area as the visual and physical focus. The
television, on the other hand, is adapted as a virtually architectural element to divide
and define the space. However, it does not have a further determinative function in the

Square House.

Hasol House (1994) also demonstrates the adoption of television into the private
sphere without assigning a determinative role due to the fact that sea view
predominates the plan order; thus the television and the fireplace could only serve as

secondary features. (fig. 119) Hasol House, located on a seashore road between

88 Cengizkan, Tavizsiz Bir Modernist Mimar, 133.

89 Yap1 Endiistri Merkezi, Konutlar, 49-52.
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Uskiidar and Kuzguncuk in Istanbul is a renewal project accomplished by Hayzuran
Hasol and Dogan Hasol for their own use. The renovation included redesigning a small
mansion and its outhouse. The buildings were redesigned with the intent to fulfill the
needs of the Hasol family. The outhouse is built as a studio apartment for the guests
on the upper floor consisting of a living room/bedroom, an open kitchen, and a
bathroom. There are bedroom and wet spaces assigned for the use of personnel on the
lower floor. In the plan layout of the mansion, a kitchen and dining room are planned
at the waterfront level. Above the waterfront level, the entrance level is allocated to a
living room with a working corner while the two bedrooms with bathrooms are on the
upper level.>*° The architects did not employ a parlor in the design. The reason of the
exclusion of the parlor from the design could be the small size of the house or the
lifestyle of the residents in line with the elimination of the parlor by the new
understanding of the modernity that favors multifunctional living rooms. The sitting
group in the living room is directed towards the sea view. A fireplace and television
stand side by side on one side of the living room. There is no hierarchy between the
fireplace and television regarding the positions and the influence on the arrangement

of the living room.

The layout in which television and the fireplace stand side by side in Hasol House is
also seen in the Seving Atamer House (fig. 120) designed by Danyal Tevfik Ciper.
Seving Atamer House, a two-story summer villa, is a rare example in Ciper’s
architecture, due to the absence of circular masses and forms which Ciper frequently
used in his projects.>®! The upper floor accommodates bedrooms, guest bedrooms, and
a bathroom. On the ground floor, besides the open-planned living parlor and the
kitchen, there is a bedroom for the matriarch of the family (valide hanim yatak odast)
and a bathroom. The open kitchen is in between the matriarch’s bedroom and the
bathroom. In the middle of the plan, a staircase as the only circular feature of the house

reaches to the upper floor and, at the same time, divides the space on the ground floor.

390 Yap1 Endiistri Merkezi, Konutlar, 39-46.

91 N. Miige Cengizkan, ed., Tavizsiz Bir Modernist Mimar: Danyal Tevfik Ciper (Ankara: Arkadas
Yaymevi, 2013), 128.
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The open kitchen connects to the living parlor through the bar and the dining areas,
each on the two sides of the staircase. Moving from the bar to the living parlor, there
is a space reserved to the fireplace and radio-television corner arranged side by side.
Although it is unclear whether it was designed by the architect or preferred by the user,
the interior photographs of Erdem Hamami Apartment (1985), designed by Utarit
Izgi,>*? and Iyem House (1986) by Erkal Giilgéren®” also show the side-by-side use
of fireplace and television as the visual center of the reception area. (fig. 121. and fig.

122)

Ihsan Tir1 House (1998), a villa project by Danyal Tevfik Ciper and constructed in
Golbasi, Ankara is another exemplary case.’** (fig. 123) The villa is entered from the
first floor through wide stairs. The private spaces are placed on the second floor that
includes two guestrooms, one bedroom, two bathrooms, a dressing room, a closet
room, and terraces. The spaces are distinguished by level differences on the first floor
which has an open plan. After passing the entrance hall between the working/pre-
reception room and the staircase and cloakroom, comes a large parlor with a fireplace
at the center. It connects to a guest dining room reached by a couple of steps. The
barbeque and the dining terraces on the front act as the extensions of the interior layout
with direct access from the parlor. A large kitchen follows the guest dining room at
the same level. A multifunctional space designated to breakfast, living, and television
is configured within the kitchen adjacent to the guest dining room. Thus, the plan
layout of the Thsan Tir1 House exemplifies the tendency for the interpenetration of
public and private in the domestic sphere. On the one hand, the terraces on the first
floor are the functional extent of the parlor and dining room while on the other, the
parlor and the living space with television are set apart, yet not isolated. The television

set, moreover contributed to the fluidity and openness of the plan by transmitting

392 “Erdem Hamami Apartmani I¢ Mekan Diizenlemesi Fotograflari - Photographs of the Interior Design
of Erdem Hamami Building”, Salt Research, last modified September 14,2018,
https://archives.saltresearch.org/handle/123456789/69910.

39 “lyem'lerle Bezeli Bir Ev / Erkal Giingdren (1986)”, Threader, accessed July 3, 2020,
https://threader.app/thread/1147409886390697984.

394 Cengizkan, Tavizsiz Bir Modernist Mimar, 108.

147



public messages and broadcasts into the private sphere. The living space with the
television allocated to the domestic activities is the continuation of the reception in the
open plan of the first floor. The space assigned to the television, on the other hand, is
a semi-private area assumably for intimate family dining. It shows how television
became appropriated and incorporated into the ‘backstage’ of the domestic activities;
at the same time, the domestic activities become closer to the conspicuous facet of the

private sphere.

Golbas1 incek Houses (1999) by Danyal Tevfik Ciper is an unconstructed settlement
planned in Ankara. The project was envisioned to compose of large houses dispersed
in a farmland, where the zoning scheme was newly developed. Ciper worked on the
house which belonged to Yavuz Cengiz more than the others, the project of which is
primarily based on the three building types developed for the project by the
architect.>®> All four types are two-story single-family courtyard villas with luxurious
amenities. The ground floor of type 1 (fig. 124) house is reserved for recreational
facilities, namely a gym, indoor swimming pool, billiard room, sauna, a car park on
the one side, and for reception with a kitchen, parlor, dining room and guest section at
the other. A courtyard with a small lemon orchard is designed between the two parts
of the ground floor. The double-height parlor, which occupies a large area at the
center, is separated from the dining room and kitchen by an American bar and a
fireplace respectively. On the upper floor, five bedrooms, an office, bathrooms, closet
rooms, service areas, and a television room are set up in the space remaining from the
courtyard and the atrium placed above the swimming pool and parlor. Three out of the
five bedrooms have living spaces besides the sleeping space. The television room
stands at the center of the upper floor, at the edge of the L-shaped corridor that faces
the gallery space and connects the rooms. The American bar positioned between the
dining and parlor and the fireplace between the kitchen and parlor preserve their
importance as the iconic consumption markers and focal points within the parlor as in
the pre-1980s period. The television, on the other hand, is disconnected from the

reception area and its conspicuousness, and became part of the private activity within

3% Ibid., 109-111.
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the domestic sphere. The plan layout of type 2 (fig. 125) is also organized around a
courtyard. The ground floor is allocated only to a kitchen, dining room, and parlor with
an American bar; the guestrooms, swimming pool, parlor-gym suite with an American
bar, and garage are placed at the basement floor. Similar to type 1, the private
bedrooms and wet spaces are on the upper floor. The bedrooms with living spaces as
well as the television room do not emerge in the type 2. Type 3 and type 4 villas (fig.
126) also show similarity with type 1 regarding the dual characteristics of the ground-
floor orders that included the reception, kitchen, and guestrooms as well as the sports
activities such as gym and swimming pool arranged around a courtyard. In type 3, the
three-part parlor suite incorporates an American bar next to the kitchen and near the
dining room. On the ground-floor plan of type 4, a television room, tagged as television
parlor in the architectural plans, is employed where in type 3 villa the same spot was
reserved for an American bar. It stands in an in-between space as in the case of the
American bar of type 3; yet, it does not define a transition space. It is an enclosed room
with two doors: one opens to parlor while the other has access to the kitchen. While
the television room in type 1 has privacy, the television room or television parlor in
type 4 signifies liminality between public and private, reception and leisure, formality
and comfort. Sami Kamhi House (1986) by Utarit 1zgi**° (fig. 127) is another example
of the attributing spatial privacy to television. The villa has a layout that contains a
bedroom with an adjacent living room. From the photographs, it is understood that
television is preferred to be located in the private living room instead of the large

reception area.

Yavuz Cengiz House (2001) is another unrealized project of Ciper. (fig. 128) It is a
three-story villa designed in 2001, consisting of a basement floor, ground floor, and
first floor. A central atrium with a staircase and elevator connects the three levels in
the villa.>®” The basement floor has a fountain pool at the center and accommodates

utility rooms, a hobby room, and a personnel house. The large parlor that comes after

396 “Sami Kamhi Villa: Photographs”, Salt Research, accessed in July 3, 2020,
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the entrance that encompasses the atrium provides access to the surrounding spaces
that are fitness center, swimming pool, and dining room. In addition to the parlor, the
entrance opens to an office and kitchen from both sides. The dining terrace outside
serves as a functional extension of the kitchen and dining room. The parlor has two
sections. The section to the right of the entrance features two seating groups and an
American bar. On the opposite side, there are two parts arranged, one around the
fireplace and the other around the music set. From the use of the music set in the same
way as the fireplace, it can be suggested that the audio and its spatial reflection
remained essential in the reception area for the architect. On the other hand, television
is placed in a private living room next to a bedroom on the upper floor, where the
bedrooms and wet spaces are planned. The area allocated to television and music
regulates the layout of the private living room. Television implies privacy while the
fireplace and music set represent the public facet of Yavuz Cengiz villa. However,
Ciper worked with television, radio, and fireplace in such a way that they can substitute
each other. A study on an unconstructed villa carried out also by Ciper®®® displays
similar characteristics regarding the interchangeability of the places of fireplace,
television, and music set as well as the privacy attributed to television. Apart from a
terrace floor and upper floor plan with private bedrooms and bathrooms, Ciper
experimented with three separate ground floor plans. A large entrance and office at the
side, a central living parlor, dining room and kitchen on the left side of the parlor, and
a terrace with swimming pool outside are the constituent elements of the ground-floor
plans of type 2 and type 3. Type 2 accommodates the kitchen alongside the pool,
diagonal to the living parlor. The dining room is situated in type 3, where there is
kitchen in type 2. On the other hand, the room designated as the guest room in type 3
is allocated to a living room with a television and fireplace in type 2. Despite the
private status that is given to television in the living room, television is also set against
the wall which is shared by the parlor and office. There are television and fireplace on
two sides of the parlor's entrance. On the part where there is a television, a music set

and piano are also designed. In type 3, the music set of type 2 is replaced by a television

%8 Ibid., 130.
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set. The piano's location remained same while the fireplace is built facing television
on the opposite wall. Type 2 and Type 3 reveal that Ciper experimented with the
potential and alternate uses of fireplace and piano as spatial media and music set and
television as electronic media. In this respect, both Yavuz Cengiz House and the villa

design epitomized the spatial media and electronic media analogy in the house. (fig.

129)

Danyal Tevfik Ciper’s Ankara Umitkdy Blocks (2001) project is not realized due to
economic reasons. Ciper experimented with apartment plans by employimg circular
and rectangular forms with similar layouts for the same plot.>*® In Ciper’s studies of
the circular plan, (fig. 130) three bedrooms, a closet room, and a bathroom are
separated via a corridor entered from an open office after the entrance. The open office,
which also functions as a transition hall, is a segment of the open plan made up of a
three-part parlor with living and dining rooms, office, and entrance surrounding the
partially open kitchen. The kitchen adjoins the dining room on one side and has a door
to the entrance on the other. The dining room is put between the living parlor and the
living room. Among the three circular-formed plan types prepared by the architect, the
living room in the second type is named as the living and television room and shaped
around a television. The architect produced three plan types, two for the duplex
apartments (fig. 131 and fig. 132) and one for the standard floor plan (fig. 133). The
standard floor plan is the rectangular version of the circular types with slight variances.
The open office following the entrance is eliminated. The T-shaped living parlor is
given three focal points: sitting, dining, and fireplace. The direct contact between the
dining room and living/guest room is interrupted by positioning the kitchen in
between. The living/guest room across the entrance has a television in it. Unlike the
circular plans, the living/guest room can only be entered from the door across the
entrance, presumably to provide privacy. In type 2 rectangular duplex apartment, the
living room with television is established in the same place with the living/guest room
in the standard rectangular floor plan. However, the living room in type 2 duplex

apartment is a part of the open plan. Type 2 duplex apartment also has a private living

599 Cengizkan, Tavizsiz Bir Modernist Mimar, 166-167.
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room that incorporates a television and music set. The private rooms are distributed on
two floors, both in type 1 and type 2. The upper-floor plan of type 2 duplex apartment
is apportioned into the living room and bedroom with bathroom and closet room. The
upper floor of type 1 is reserved only for two bedrooms and a bathroom. Downstairs,
the kitchen is situated across the entrance and connects to the living room, which can
be marked as the extension of the living parlor. However, television is not represented
in the living room next to the living parlor of type 1. Umitkdy Blocks, thus, reflects

the tension between public and private, parlor and living room.

The unconstructed apartment project Ciper designed in 2006°% illustrates the
interpenetration of public and private in domestic sphere. (fig. 134) In the plan layouts
of two apartments on each floor, an elongated and flexible hall does not only connect
to a kitchen, toilet, bedroom, bathroom, and master’s bedroom but also includes the
designated functions of entrance, dining room, living room, and most importantly a
section allocated to ‘leisure, television, radio, and gaming’ at the heart of the plan. The
tendency for flexible and open plan layout is also evident in Mikroloft Yarasa (2012)
and Mikroloft Bulut (2013) designed by Cinici Architecture.’°! (fig. 135 and fig. 136)
The plan layouts of both projects have a bathroom, kitchen, and small dining space on
one corner and a multifunctional area designated for living and sleeping on the other.
The public and private activities intermingled in the apartments; the multifunctional
section features convertible furniture that is utilized for sitting during the day and
sleeping at night, and oriented to a television. Television is placed at the center of the

household activities, such as reception, leisure and resting.

Television was not much integrated into domestic settings in the 1970s. It started to be
represented architecturally in the drawings in the first half of the 1980s. It was not until
the second half of the 1980s that television became determinative within the domestic

space. Similar to the piano, fireplace, American bar, and radio, television was allocated

60 Tbid., 169
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along with the sitting and dining sections of the parlor in the early examples such as
Zeytinoglu House, Teoman Baygan House, Esin Onder House and Alacaatli House in
the 1980s and 1990s. In the projects such as Hasol House and Square House, television
was used with the fireplace and did not have much effect on the plan. However, the
cases beginning from the second half of the 1990s such as Ihsan Tir1 House, Golbast
Incek Houses, Yavuz Cengiz House, and Umitkdy Blocks demonstrate the
transformative impact of the television regarding the tension between parlor and living
room, public and private. This tension is resolved in the projects after 2000s, by
eliminating the parlor and creating the new open and flexible plan types, which put the

television at the heart of the house.
6.5. PC and Domestic Space

Personal computers with keyboards started to penetrate the private sphere worldwide
in the 1980s. The computers prior to thie date targeted households and were basically
operating as gaming consoles equipped with joysticks instead of keyboards. “The
Video Game Crash of 19837, a recession period in the video game industry, especially
in the USA between 1983 and 1985, resulted in the downfall of the console gaming
industry and the rise of new market of devices with keyboards called “home
computers.” Home computers rapidly proliferated throughout the 1980s as the medium
of both work and leisure in the West.®> Regarding the Turkish context, the first home
computers were introduced in the mid-1980s, through such brands as Sinclair, ZX
Spectrum, Commodore 64, and Amiga.®*® The computer technologies which advanced
rapidly since then gave way, subsequently, to the inauguration of internet inaugurated
in the 1990s. Turkey’s first direct internet connection was established in 1993,
following the connection of Middle East Technical University and Ege University to
the internet provided from the Netherlands in 1992, However, the spread of home

computers and the internet was only possible in Turkey in the late 1990s and early

%02 Giiliim Sener and Arda Erdikmen, “Tiirkiye’de Erken Donem Internet Aktivizmi”, in Yeni Medya
Calismalar: V: Tiirkiye Internet Tarihi, ed. by Erkan Saka (Istanbul: Alternatif Bilisim, 2019), 136.

603 Erkan Saka, “Tiirkiye’de Internet”, in Yeni Medya Calismalar1 V: Tiirkiye Internet Tarihi, ed. by
Erkan Saka (Istanbul: Alternatif Bilisim, 2019), 5.
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2000s due to the high operation and service prices, inadequate infrastructure, and lack

of technological literacy.%%*

(TURKSTAT) research data, only 12,89 percent of the households in Turkey had

According to the Turkish Statistical Institute

computer ownership and only 8,66 percent had access to the internet until 2005.5%3
Personal computer and internet usage reached around 80 percent at the end of the
2010s.%% Thus, because home computers were not widespread until the 2010s they did
not have a major impact on the use and experience of domestic space between the
1980s and the early 2000s. During this time on the other hand, computer made a far

greater impact on architectural theory and practice.

Computer-based architectural design and production started to be addressed by
architects in the 1980s. For example, an issue of Mimarlik magazine titled “Computer
Use in Architecture” (Mimarlikta Bilgisayar Kullanimi) deliberated the computer use
in architecture, the design software programs, and their possible effects on
architecture. In the issue, the brief history of computer-aided design in the West and
Turkey, the graphic language of computer-based architectural design, the future
potentials of the artificial intelligence and automated design, and Ahmet Ozgiiner’s
computer-based design for Izmir Tourism and Trade Center Competition ([zmir
Turizm ve Ticaret Merkezi Yarismas: 1984) are mentioned.®’’ In the articles, the

introduction of computers is recognized as a breakthrough for architecture. The
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computer-based architectural design started to be not only discussed and used within
the field of architecture but also integrated into architectural education in the 1980s.
Yildiz Technical University (YTU) Faculty of Architecture and Istanbul Technical
University (ITU) Faculty of Architecture became the first institutions to open
computer-aided design and research labs, both in 1987.5°8 These developments soon
led the computer to be adapted into the common architectural practice in the 1990s.
Beginning in Istanbul and Ankara, the Chamber of Architects formed professional
knowledge study committees (mesleki bilgi ¢alisma kurulu) and provided computer-
aided drawing courses.®”” Advertisements for computer and architectural modeling
programs targeting architects began in the 1990s also demonstrate the propagation of
computer use in architecture. (fig. 137) Towards the end of the 1990s, computer-based
architectural design and production became so common that the computer began to be
perceived as a replacement of the architect’s drawing pen.®!° Computer systems were
implemented in managing large mass housing projects that were designed in the late
1980s and constructed in the 1990s, such as Egekent I and Egekent 2 by Ege-Koop
housing cooperative and Baglarbasi Housing by Soyak Group. (fig. 138) With
computer-based project management, the construction period and the cost of the
projects were minimized.®'! Thus, computerization transformed the architectural

practice, which in consequence changed the design and production of domestic space.

Meanwhile, the place and influence of computer in the house began to be questioned
in architectural theory. The computer which was initially identified with work and

production by architects was shortly accepted as an agent that relocated the workspace
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to the house. As a work-related instrument, besides serving as a medium for leisure
and entertainment as well, it was distinguished from other electronic media. In an
article dated in 1983, Erhan Acar and Mehmet Adam envisage the upcoming

integration of the workplace into the domestic sphere by expressing that:®12

Technological developments are ready to make it easier to do the work at home, to put an end
to the separation between home and workplace, and the time and energy lost by going back
and forth between these two places. Returning to the domestic industry, to the 'electronic
home', can provide the opportunity for working people to regulate their working time, pace,
and style of work according to their own wishes while reintegrating work and non-work time
and space in a new way. These new developments can fulfill aspirations for freedom and self-
management on and off the job. However, a year before 1984, other possibilities come to
mind.%!3
Acar and Adam suggest that computer symbolizes the finalization of the division
between work and house. (fig.139) Working from home via personal computers could
open up new job opportunities for homemakers and the disadvantaged groups as well
as new sectors. However, one must not overlook the risk of ending up with the invasion
of the private sphere by work. According to the authors, a future scenario of an
alienated worker locked up in the house and stucked in a vicious cycle of work and
leisure in front of a computer screen was very likely to happen.®'* Similarly, in an
interview by Hasan Unal Nalbantoglu, Ulus Baker, Murat Ulug, and Kenan Giiveng in
1997, Murat Ulug states that the former distinctions between house and workplace
based on a quantitative time order would disappear with the computer. He claimed that
capitalism would exploit the new working-from-home dynamics as a control
mechanism, but present them as liberation. As a result, a multi-programmed or, on the

contrary, a non-programmed form of daily life in which work and leisure mingle

within the private sphere could emerge.®!> In other words, while it seems tempting to
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move away from the rigidly programmed and scheduled work environments, and work
at home with a flexible schedule, it could end up with the penetration of work in every
corner of the house and daily life, leaving no room for an autonomous private sphere.
The entrance of computers into the domestic sphere that stimulated the architectural
theory could not find any pronounced resonances in the design and production of
domestic space until the 2000s. In this regard, Nevzat Saym’s prefabricated model
house design (1997) in Istanbul for Yap: Merkezi Group®'® is a rare example to show

the spatiality of personal computers within the house in the 1990s. (fig. 140)

The model house consists of two rectangular blocks, one being a single-story mass,
the other being a two-story high one. The single-story part of the house is reserved
only for the open-plan living room. The ground floor of the two-story mass is divided
from the living room by the main corridor, extending from the house’s entrance. There
is a kitchen, utility room, a bathroom, and two guest rooms in this part. The utility
room only opens to the kitchen, while the kitchen, guest rooms, and bathroom are
accessed by a secondary corridor separated from the main corridor by the mass of the
staircase. On the first floor, there are two bedrooms and two bathrooms. A fireplace is
placed in the middle of two large windows at the center of the main fagade of the living
room. The fireplace, protruding through the fagade and almost as large as the windows
next to it, is a significant component of the facade design. It also determines the visual
focus of the sitting group and living room. In the living room plan, which centers the
fireplace and the sitting group, a dining corner is designed on one side and a working
corner on the other. An interior photograph taken from the dining corner sidedisplays
the placements of the electronic media in the living room. A television is located by
the side of the fireplace at the focal point of the layout. In the working corner defined
by a bookcase and a table, a personal computer on a desk and music set stand side-by-
side and face the sitting and dining areas. The visuality of the computer, which is
appraised on par with the auditory media in the living room arrangement, is less

emphasized than the visuality of television and fireplace. The orientation of both the

616 Yap1 Endiistri Merkezi, Konutlar 2: Villalar, Toplukonut ve Siteler (Istanbul: YEM Yayin, 2001),
38-49.
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computer and the music set signals their function as displays of conspicuous
consumption. Nevertheless, though the working corner is equipped with a personal
computer, it is far from being a spatial innovation, as similar layouts are seen in many
examples above, such as Ubeyde Elli Apartment or Hasol House. The most notable
innovation of the model house, which shows the growing importance of electronic
media in the house, is the infrastructure that provides television and internet
connection.®!” The supply of television and internet connections besides the basic
household amenities such as electricity, sewage, and heating systems is a precursor of

the vital position of information and communication technologies today.

As mentioned above, the proliferation of PCs could only be possible after the early
2000s. In parallel to that, architectural design, representation, and production of the
domestic space notably adopted the PCs only after 2000. Especially in the 2010s, when
computer use has reached 80 percent at the end of the decade, home computers became
an integrated design criteria in the architectural practice. Therefore, domestic
architecture the 2000s and 2010s are more illuminating as to the place and impact of
the computer within the private sphere. Sayin’s prefabricated model house found
resonance from 2000 onwards in several such houses as KB House (2001) in Mugla
by Ahmet 1gdirligil®'®, and A House in Kemeburgaz (2005) in Istanbul by Durmus
Dilek¢i and Emir Uras®"® from the 2000s and STO House (2010) in Istanbul Esin
Dorsan®?, Tiirkmen House (2015) in Istanbul by Mahmut Kefeli, Kerem Ercin, Idil
Hamarat, Alper Deger, and Yagiz Atakan Gedik®?!, YN Altuni¢ Villa (2017) in
Samsun by Cengiz Sentiirk and Biisra Karatay®??, Y Loft (2017) in Antalya by Kemal
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Serkan Tokis®?®, U Gedik House (2017) in Istanbul by Nesli Sarikaya Dagdibi®?*where
computer appears as the token of the working corner adjacent to the living space. (fig.
141, 142, 143, 144, 145, 146, 147) YN Altuni¢ Villa and A House in Kemerburgaz,
PC is places at the more intimate living room on the second floor instead of the main
reception area. The living spaces of KB House, STO House, Tiirkmen House, and U.
Gedik House consist of living and dining sections at the core. The living room in SA
House extends to the open kitchen area with its open plan. Most notably, Y Loft has a
conjoined living/working space instead of a conventional living and dining suite.
Television constitutes the visual center A House in Kemerburgaz, STO House,
Tiirkmen House, and U. Gedik House, a fireplace; in KB House. Beside television and
PC, a piano corner is formed next to dining section in Tiirkmen House. Except for the
Y Loft and Tiirkmen House examples, it can be said that the computer working corner
does not take up significant space and in some cases is located in transitional areas.
The computer is placed on a desk, resembling radio which was preferred to be placed
on the consoles. However, it is combined with the workspace objects rather than
conspicuous ones. In this respect, the computer's position in the living room can be
considered inconspicuous and rather a functional choice compared to other iconic
consumption markers or radio and television. The semi-private work rooms are other
locations of accommodating the PCs, as demonstrated in Kas Villa (2013) in Antalya
by M. Turhan Kayasii Mert Kayasii, and Elif Koktag®?>, Levent House (2016) in
Istanbul by Ozlem Giiler Atliman and Cihan Atliman®?®, S.A.K. House (2016) in
Ankara by Belgin Koz%’, and Kemer Country Villa (2018) in Istanbul by Mahmut
Kefeli, Kerem Ercin, Alper Deger, and idil Hamarat?®, (fig. 148, 149, 150, 151) PCs

623 Y Loft”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/y-loft/9184.

624 «“U Gedik Evi”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/u-gedik-
evi/10974.

625 “Kag Villa”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/ali-yalcin-villa/4692.

626 “Levent Evi”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/levent-evi/7181.

627 «S A K Evi”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/s-a-k-evi/7370.

628 “Kemer Country’de  Bir  Villa?,  Arkiv, accessed August 30, 2021,
https://www.arkiv.com.tr/proje/kemer-countryde-villa/11118.
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are also integrated into the bedrooms of Sahbaz House (2007) in Istanbul by Neslihan
Pekcan®?’, D House (2013) in Diizce by Can Demir®*°, NEF 163 (2013) in Istanbul by
Seyhan Ozdemir, Sefer Caglar, Gokhan Uzun, and Kerim Ozkan®!, SA House (2016)
in Istanbul by Dicle Hokenek®?, Nest Home (2016) in Izmir by Umit Cigdem®,
Alyapark Apartment (2017) in Istanbul by VIA Mimarlik?, and Bahgekdy Villa
(2018) in Istanbul Setenay Erkul and Hakan Habif®%. (fig. 152, 153, 154, 155, 156,
157, 158) In D House and SA House, the architects created a separate working corner
next to the main bedroom area. In the examples of Bah¢ekoy Villa and NEF 163, the
computers are placed next to the television. This placement is leisure and
entertainment oriented rather than work. Indeed, a small laptop stand is preferred
instead of a working desk in NEF 163. While the use of PCs in the bedrooms shows
the penetration of electronic media into most private spaces of the house, the laptop
stand in NEF 163 amplifies the aspect of the PC as a miniaturized and mobile media.
The same emphasis is also seen in the interior of A House in Biiyiikada%, as

understood from a photograph that depicts a user working on the dining table. (fig.
159)

It can be said that the relationship between the computer and domestic space is a
transformative one, like the television. However, unlike television, the computer
stands out as a means of production besides being a device of leisure and

entertainment. Therefore, the transformative effect of the computer in the domestic

629 “Sahbaz Evi”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/sahbaz-evi-/1141.

630 “D Evi”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/d-evil/5996.

631 “NEF 163", Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/nef-163/2879.

632 “SA Evi”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/sa-evi/7369.

633 “Nest Home”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/nest-home/7364.

634 «“Alyapark Apartmam”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/alyapark-
apartmani/9749.

635 “Bahgekdy Villa”, Arkiv, accessed August 30, 2021, https://www.arkiv.com.tr/proje/bahcekoyde-
villa-projesi/9534.

636 “Biiyilkada’da  Bir  Konut  Projesi”,  Arkiv, accessed August 30, 2021,
http://www.arkiv.com.tr/proje/buyukadada-konut-projesi/1739.
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space has taken a different direction from television. On the one hand, the computer
has a top-down impact on the domestic space by its transformative force as the design
and production tool in architecture, on the other, it changed the use and experience of
domestic space by bringing work into the home, as predicted by architectural theory

which is happening today.
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CHAPTER 7

CONCLUSION

The changing modes of production and consumption that were initiated with
industrialization in the 19™-century were appropriated in an idiosyncratic way in the
Ottoman society. On the one hand, the spread of mass communication, especially in
the form of printed media%’, together with the increase in literacy®®, created shared
consumer tastes, needs, and habits, and paved the way for popular culture and mass
consumption. On the other hand, developments in trade and technology procured a

mass production®® that could respond to the new consumer demands. In contrast to

637 One of the main reasons of the effectiveness and transformative impact of printed media on culture
and consumption in the Ottoman society is the publication frequency, either weekly or monthly, in
contrast to the slow-paced traditional oral culture, which could not catch up with the agenda of daily
life. Printed media transmitted and circulated the news and events in a short amount of time; at the same
time, it constituted the main communication context for the rapid changes in the daily life. Ozdemir
commented that printed media and its periodicity were influential even in the development of modern
time awareness in the Ottoman society. Nebi Ozdemir, “Osmanli Tiiketim Kiiltiiri, Eglence ve Yazili
Medya Iliskisi”, Milli Folklor, 19, no: 73 (2007): 14. For further information about the transformation
of the concept of time in Ottoman Empire in the 19th century: Avner.Wishnitzer, Reading Clocks, Alla
Turca: Time and Society in the Late Ottoman Empire (Chicago and London: University of Chicago
Press,2015).

638 Alimdar, Osmanli’da Bati Miizigi, 168-169. Before the 18th century, madrasahs (muslim theological
schools), military schools, and Enderun (special school in Ottoman palace), aimed to train skilled labor
force for the administrative positions in the Ottoman state, were the active educational institutions. In
the first half of the 19th century, the medicine schools in Kuru¢esme and Kasimpasa and the military
school in Macka Barracks, named “Mekteb-i Ulum-1 Harbiye”, opened. Primary and secondary
education, on the other hand, was provided through the 360 institutions in Istanbul called “sibyan
mektebi” (primary/infant school). In 1838, the primary and secondary education was restructured
through the “iptidaiye” (primary school) and “riigdiye” (secondary school) schools, similar to European
education system that were established with school administration inspection mechanisms. Besides
theological education, Turkish, math, and geography were thought in the iptidaiyes and riigdiyes. In
Tanzimat period, the public education expanded outside of Istanbul. The schools became diversified
through the emergence of “idadiye” (high school), “sultani” (the schools that were opened following
French model education and provided education above the high school level), “dariilmuallim” (male
teachers' schools operating between 1848-1924), and riisdive. Tiirkiye Diyanet Vakfi Islam
Ansiklopedisi, accessed September 12, 2020, https://islamansiklopedisi.org.tr/.

639 As mentioned above, the free trade treaties with the industrialized European countries between 1938
and 1941, public and private initiatives on factory-based production respectively starting from the 1840s
and 1860s, and the foreign investments in mining, public services and industry, transportation, banking
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the traditional avoidance of conspicuous consumption akin to the Islamic
understanding of modesty, the European consumer norms, as the constitutive element
of social status and the perceived necessity to construct a modern identity by the
Ottoman society, as well as the commoditizing activities on the cultural production
through printed media and public sphere activities, started to disseminate in everyday
life in the 19" century. Hence, the foundations of mass culture were laid first in
Istanbul in the Ottoman Empire in the Tanzimat period although the new entertainment
and consumption habits were limited to the Ottoman wealthy and elite.%*° The
Westernization in culture and consumption practices reflected on every corner of daily
life from clothing and manners, socialization and entertainment, and communication
and transportation to public and private spaces, as the Italian writer and poet Edmondo
de Amicis, who gave an insight of the 19"-century Ottoman Empire in his travelogue

“Constantinople”, mentioned:
9

...every day sees the death of a Turk of the old school, the birth of one of the new. The newspaper
replaces tespi, the cigar the chibuk; wine is used instead of flavored water, carriages instead of
araba; the French grammar supersedes the Arabian, the piano the timbur; stone houses rise on
the sites of the wooden ones. Everything is undergoing change and transformation.®*!
The emerging mass culture were reflected spatially through the medium of new spaces
of consumption and entertainment such as cafes, restaurants, music halls, department

stores, and theatres®*?, as well as the transformations in the private sphere as a
p Y

representation and expression arena of the new cultural habits. The definition,

and insurance, and trade set up the basis for the mass production and consumption cycle in the 19th
century. The mass production, mentioned here, was operated through hybrid systems that combined
handicraft and machinery. Seyidanlioglu, “Tanzimat Dénemi Osmanli Sanayii (1839-1876)”, 53-68.

640 Alimdar, Osmanli’da Bati Miizigi, 168.

4! Edmondo de Amicis, Constantinople Vol. I, trans., by Maria Hornor Lansdale (Philadelphia: Henry
T. Coates & Co., 1896), 171. “Tespi” or “tespih” means Islamic prayer beads. “Chibuk” or “cubuk”
(pipe in Turkish) was a way of consuming tobacco through a pipe before the modern cigarettes came
out in the 19th century. Tobacco pipe producers started to operate mainly in Galata and Tophane in the
second half the 17th century, and founded a guild in 1723. These tradesman, who are all Muslims, did
not disappear after the emergence of cigarettes, but continued their practice to produce cigarette holders.
Fehmi Yilmaz, “Tiitiin”, Tiirkiye Diyanet Vakfi Islam Ansiklopedisi, accessed September 20, 2020,
https://islamansiklopedisi.org.tr/tutun. “Araba’ or “yayli araba” means spring car. “Timbur” is used to
mean drum here.

642 Kurukamgi, “Osmanli Imparatorlugunda Tiiketim Aliskanliklarnin Degisimi”, 16-22.
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construction and experience of the private sphere diverged from the tradition and
evolved drastically in association to the Industrialization and modernization of the
Empire that was centered in Istanbul, from the 19" century onwards. The changes and
novelties in domestic consumption and culture in the 19"-century Ottoman Empire
were catalyzed by the emerging apartment buildings in Galata, Pera, and Beyoglu in
Istanbul.®** The traditional Ottoman modesty in the domestic space started to be
abandoned in favor of consumer culture regarding plan layout, use, and objects and
furniture. The strict division between public and private spheres based on the Islamic
values such as secrecy, privation, forbiddance, and gender roles®** started to be
challenged by the new apartment layouts, spatial novelties and the changing domestic
practices in reference to the new consumption and entertainment habits that brought
socialization for both genders, and status display in the house. Amongst the
abovementioned spatial changes in the domestic sphere were the inclusion of wet
spaces into the house and the introduction of functionally assigned rooms, such as the
parlor (salon), which emerged as the most public space in the 19"-century Ottoman
apartment, which played an essential role in the mediation of the transformations in
consumption and culture. The parlor acted as an interface between the public and
private spheres while the rest of the house remained strictly private. Functioning as the
venue of domestic consumption, entertainment, and socialization, it veiled the

domestic activities, such as domestic work and leisure for the desired privacy,

43 Melek, “New Interpretations of Domestic Space and Life”, 61-66. Non-Muslim and European
populations in these areas pioneered the modernization process in culture and consumption. According
to Boyar and Fleet, the ones who sought for an European ambience in Istanbul found their place in
Galata, Pera, and Beyoglu with “theatres, nightclubs, departmental stores, cafes, wine houses,
bookshops stocking European books and magazines, brothels and foreign embassies”. The European
novelties and technologies such as the first gas lamps (1856) and the first tram and underground line
(1875) were first introduced in these areas of Istanbul in the Empire. In 1895, the first movie screening
took place in Pera through the installation of “Edison’s kynetoscope-phonographe” (an early version of
motion picture devices with sound that introduced in Paris in 1894) in a shop. The movie screenings
continued in “the Sponeck Beer House” with “cinematograph” machines (film cameras with projecters
which were invented and patented by the Lumieéres in 1894-1895). Alimdar, Osmanli’da Bati Miizigi,
190-191. Ebru Boyar and Kate Fleet, A4 Social History of Ottoman Istanbul (Cambridge, UK: Cambridge
University Press, 2010), 314-315. “The Lumiére Cinématographe: The Cinémathéque Francaise”,
Google Arts & Culture, accessed September 21, 2020,

https://artsandculture.google.com/exhibit/the-lumiére-cinématographe/dQKCKU2 7WzRLA.

44 Giirbilek, Vitrinde Yagamak, 57. Nasir, Timur and Giirel, “Living Rooms Occupied”, 2-3.
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reminiscent of the traditional segregation between public and private. The transition
in material basis and culture was exhibited in the parlor that was elaborated by a

mixture of Western and Ottoman objects, furniture, and interior design elements.%4

In the process of change from the traditional to the modern, the cultural practice of
privacy in the domestic setting, however, remained almost unchanged until the
culmination of mass media and mass culture in Turkey in the postmodern era. Unlike
the Western conception and practice of modern privacy that allowed the engagement
and interpenetration of the public and private spheres as Colomina pointed out in his
essay “The Split Wall: Domestic Voyeurism” *, the importance given to privacy and
spatial division continued in Turkey throughout the 19" and 20" centuries. ®*7 Despite
the Victorian notion of spatial segregation®® ®°  the boundaries between public and
private in the domestic sphere in the West were discussed to have been ambiguous.®>°
Examples of modern houses in the 20™ century, designed by prominent architects such
as Le Corbusier, Adolf Loos, Mies van der Rohe, and Philip Johnson, prompted the
ambiguity and engagement of public and private further through the extensive use of
open plan and glass facade, named as “x-ray architecture” by Colomina. The x-ray
architecture became widespread in the housing practice in the USA and Europe

towards the mid-20™ century. With the introduction of electronic and miniaturized
ry

45 Oncel, Apartman: Galata’da yeni bir konut tipi, 220-341. Nasir, Timur and Giirel, “Living Rooms
Occupied”, 1-27. Giirel, “Designing and Consuming Modern in Turkey”, 457-468. During the 19th
century, the number of foreign furniture shops increased in istanbul. The products, which were imported
in the first half of the 19th century, could be supplied more easily with the developments in domestic
production. Chairs, sofas, armchairs, tables, and toiletries were among the mostly preferred novel
consumption items. In the humor newspaper “Hayal”, published twice a week by Theodor Kasab
starting from 1873, it is possible to see the signs of change in household items. In a cartoon for example,
a man, who brings a badside table, piano, and a mirror to his house, looks at the traditional Turkish style
(alaturka) objects such as cauldrons and jugs in the house and says “Who should have them bought
now?”. Alimdar, Osmanli’da Bati Miizigi, 191.

646 Colomina, “The Split Wall”, 74-128.
847 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5.

%48 Habermas, The Structural Transformation of the Public Sphere, 43-51. Wischermann and Mueller,
“Feminist Theories on the Separation of the Private and the Public”, 185.

649 Mare, “Domesticity in Dispute”, 155-171.

650 Weintraub and Kumar, Public and Private in Thought and Practice.
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media into the household, the interpenetration of public and private spheres became
extreme,®! as pointed out by many scholars including McLuhan, Mumford, Graham,

Baudrillard, and Virilio.®?

Contrary to the engagement of the public and private spheres and the concept of
multifunctional living room regarding the modern house in the West, the traditional
notion of segregated space continued to be effective on the spatial practices concerning

the private sphere and house in Turkey.®>

The ‘cubic house’ and apartment flat
typology, the modern house examples of the Republican elite in the early 20" century,
followed the notions of function, rationality, and health®?, as well as the traditional
understanding of privacy.5>> Unlike the predominance of the x-ray architecture in the
West in the 20" century, modern houses with large glass windows were separated from
the outside by courtyard walls and curtains in the Turkish context.®>® The public and
private areas inside the houses continued to be specified according to the distinction
between the parlor and the other rooms. Instead of appropriating the multifunctional
living room, the parlor, which went out of fashion in the West since the 19" century,
was used only to welcome guests and exhibit modernity, social status, and conspicuous
consumption of the family. This practice, called “museum-salon” or “domestic

musealization”¢>’

by the scholars, continued in the apartments resided by the socially
well-off in the 1940s and 1950s and in the lower-middle- and middle-class apartments

in the 1960s.9°® Until the introduction of the television in the 1970s and the rise of the

5! Colomina, Domesticity at War, 145-192.

652 See Chapter 2. McLuhan and Fiore, Medium is the Message. Mumford, The Myth of the Machine.
Graham, "Essay on Video, Architecture, and Television”. Baudrillard, The Ecstacy of Communication.
Baudrillard, Simulacra and Simulation. Paul Virilio, The Art of the Motor.

653 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5.

654 Bozdogan, Modernism and Nation Building, 216-234.

655 Nasir, Timur and Giirel, “Living Rooms Occupied”, 4-5

656 Giirel, “Designing and Consuming Modern in Turkey”, 460-461.

657 Nasir, Timur and Giirel, “Living Rooms Occupied”, 5-6.

638 Tbid., 8-9.
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mass media and mass culture in the 1980s, the duality between public and private,
parlor and the inner rooms, modern and traditional within the domestic sphere

remained, to a large extent, unchanged.®>’

The changes in domestic sphere were ignited by the 1970s’ television culture, by
turning the formal atmosphere of museum-like parlors into small neighborhood
cinemas with the emergence of the tele-guest practice.®®® Television brought public
and private activities related to leisure, entertainment, and socialization together within
the house. In other words, the activities attributed to the public sphere became directly
available at home through sounds and images with the television, while the domestic
leisure activities that took place in the other rooms before came into surface with the
placement of television in the parlor.®®! As a result of this, the parlor started to take the

qualities of the Western style multifunctional living room in Turkey in the 1970s.562

The 1980s marked an upsurge in consumption, media, and mass culture in Turkey.
Neoliberal economic policies and depoliticization brought by political repression,
together with the developments in mass communication and media channels, resulted
in transformations in culture and consumption. Cultural liberation and diversity came
out through the new identity structures within the new mass society on the basis of
consumer choices and lifestyles. Expanding quantity and variation in the means of
media resulted in reproduction and circulation of heterogeneous and plural media
contents, which were directed to popular taste and mass audience.®®® Therefore, the
postmodern inclinations of the era that were theorized under such names as “liquid

9 ¢ 2% €6

modernity”, “postmodernity”, “postmodern condition”, and “simulation of third order"

659 Tbid., 5-6. Giirel, “Designing and Consuming Modern in Turkey”, 466. Ayata, “Kentsel Orta Simif
Ailelerde Statii Yarigmasi ve Salon Kullanim1”, 5-25.

%0 Giizer, Konut Uzerine De(ne)meler, 43.

66! Nasir, Timur and Giirel, “Living Rooms Occupied”, 6-11.

%62 Ibid., 19.

693 See Chapter 3. Giirbilek, Vitrinde Yasamak. Kozanoglu, Cilali Imaj Devri. Bali, Tarz-1 Hayattan Life

Style’a. Kozanoglu, “80’lerde Giindelik Hayat”. Oktay, “80’lerde Tiirkiye’de Kiiltiirel Degisim”. Belge,
“Yeni Insan, Yeni Kiiltiir”.
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and were identified through such -characteristics as the miniaturization and
commodification of information technologies, overproduction of information,
circulation of symbolic goods, and ubiquity of media and consumption®** started to
occur in Turkey’s context in the 1980s, similar to the West.®®> The postmodernism in
art, architecture, and everyday life, emerged as visualization, commodification, and
hybrid forms which reconciliated dualities: modern and traditional, high art and
popular culture, global and vernacular, contemporary and historical and alike.%® The
shift in material basis, culture, and consumption affected the domestic sphere
profoundly in terms of the relationship between public and private as well as
construction, use, and experience of the space. It can be suggested that the house
became a node within the communication networks as a result of penetration of mass
culture and the flow of symbolic goods in the private sphere through the
miniaturization and penetration of electronic media such as radio and television similar
to West.%” On the other hand, the spatial segregation between public and private
sphere within the house that symbolized being modern, came to represent the
traditional side of the domestic sphere in Turkey. Hence, the “parlor” living rooms that
began to be perceived as traditional after the 1980s, turned into multifunctional living

rooms®3,

The evolution of domestic setting from the 19 century to the Republic and thence to
the present, on the other hand, demonstrates a level of continuity regarding the
appropriation, incorporation, and redefinition of spatial and material consumption. The
continuum between the domestication of iconic consumption markers and electronic
media can be traced by examining architectural representations, design, and

production, starting from the 20" century. The piano, which entered the private sphere

664 See Chapter 2. Baumann, Liquid Modernity. Harvey, The Condition of Postmodernity. Lyotard,
Postmodern Condition. Baudrillard, Simulacra and Simulation. Denzin, “Postmodern Social Theory”.
Featherstone, Consumer Culture and Postmodernism.

665 Oktay, “80’lerde Tiirkiye’de Kiiltiirel Degisim”, 823

666 Tbid., Bozdogan and Akcan, Turkey, Modern Architectures in History,204.

667 McQuire, The Media City.

668 Nasir, Timur and Giirel, “Living Rooms Occupied”, 5-19.
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as the first iconic consumption marker and the symbol of the European lifestyle
enjoyed only by the Ottoman privileged in the 19" century, found comprehensive
coverage in the emerging printed media of the period. The newspapers such as Ceride-
i Havadis and the Servet-i Fiinun novels depicted the use and display of the piano in
the newly introduced parlors or parlor-dining suites with an eclectic mix of Ottoman
and Western styles and furniture. However, the spatial value of the piano in the
domestic sphere was not reflected in architectural practice until the beginning of the
20™ century, albeit its fashionable status. In the early Republican era at the beginning
of the 20" century, the fireplace came to be another iconic consumption marker and
indicator of Republican modernization and high social status besides the piano.
Although radio also entered the private sphere as a transmitter and conspicuous
commodity in the early-20"™ century, it was not employed in architectural design and
representation until the mid-century, unlike the piano and fireplace. The piano and
fireplace were incorporated in the modern and cubic house designs in single-family
houses, villas, and apartments accommodated by the Republican elite. In these modern
houses modeled after Western modernism, the piano and fireplace were added to
parlors as a socially distinguishing elements rather than functional one, although their
connection with modernist principles such as machine aesthetic, rationality, and
functionality is questionable. A third space adjoined to the parlor and dining volume
to accommodate the piano or fireplace or both of them, as in the 1940s’ examples of
A Villa in Boyacikdy and Basaran Apartment. As a large-sized object that requires a
large space, the piano was used as an identifier of the parlor/music room, the most
public place, and reception area, as in Makbule Atadan House. The fireplace, which
occupies less space than the piano, could be positioned as the visual center of the main
sitting group of the parlor-dining layout rather than defining a separate fireplace corner
as demonstrated in Birgiler Apartment. The way of integrating the piano and fireplace
into the parlor-dining configuration in the early 20" century continued in a similar vein

in the mid-century.

In the mid-century, the piano and fireplace appeared more prominently in media and
the architectural design of apartments, villas, single-family houses, and housing

cooperatives. In this era, American bar emerged as another iconic consumption marker
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in the upper-class apartments, villas, and single-family houses as a consequence of
postwar Americanization. As in the 1950s’ examples of Israilevleri and Ubeyde Elli
Apartments, the piano was envisaged as an addition to the parlor-dining duo similar to
the previous period but its adaptation was far from being a visual focal point. For the
fireplace, similar to the early Republican period, either a fireplace corner was created
in such cases as A Villa in Bebek and Mehmet Aker House in the 1950s, or it was
placed at the focus of the main sitting group as in Basin Sitesi 1. In some cases from
the 1960s, the fireplace was integrated as a determining factor in architectural design.
In Basin Sitesi 1 and Celebiler Apartment, the fireplace sub-divided the interior space.
Furthermore, it was extruded through the facade in Uzunoglu House and Cankaya Is
Bankas1 ikramiye Houses. Unlike the piano and fireplace, which were frequently
included in reception and living space, the American bar was arranged in connection
with or near the kitchen and dining area in the schemes of Cinnah 19 Apartment, Arif
Saltuk House, and A Villa in Bogazici. As such, it designated a liminal space between
living and dining. In addition to the iconic consumption markers, the visual and spatial
qualities of radio came to the fore in the mid-century. The spatiality of radio was
manifested in the most public parts of the realized and unrealized house projects of
Danyal Tevfik Ciper. The unrealized villa, apartment, and Erdem Yuva Building
projects exhibited the non-deterministic uses of radio on visual orientation as an
auditory medium. In contrast, Ozkanlar House and Pozcu Apartment are illustrative to
show the position of radio as a conspicuous and visually determinative element similar
to the fireplace. In fact, radio and fireplace were put interchangeably in the different
floor layouts of the Ozkanlar House. Thus, the electronic hearth analogy that
characterizes the central position of television in the house can also be borrowed to
describe the radio in the Ozkanlar House and Pozcu Apartment. Although Ciper’s
‘living parlor’ term denoting an intermediate form of living space between living room
and parlor in the villa project and the living room use instead of the parlor in the
apartment project indicates a transformative direction from parlor to multifunctional
living rooms, no conclusion can be drawn as to whether or not radio has an effect on
this issue. The transformation of living space from parlor to living room, which started
with the tele-guest culture brought by television in the 1970s, was reflected in

architectural production in the 1980s and 1990s. In tandem with the economic and
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cultural climate of the post-1980s, television and PC played a more decisive role in

the production, use, and experience of domestic space.

Akin to the piano, fireplace, American bar, and radio, television was assigned along
with the living and dining areas as either the focal point of the sitting group rather an
extra space in the case of limited living areas as in plans of the National Architectural
Project Competition for Rental Housing, or the third part of the living spaces as
exemplified in Zeytinoglu House, Teoman Baygan House, Esin Onder House, and
Alacaatli House. In Zeytinoglu House and Teoman Baygan House, television marked
a separate room, although it was a continuation of the same volume shared with the
living and dining sections. The juxtaposition of television and the fireplace in the cases
of many examples such as Esin Onder House, Square House, and Hasol House
reinforces the electronic hearth analogy for television. On the other hand, television
was accompanied by the fireplace and American bar in Alacaatli House, radio and the
fireplace in Incek House, and the fireplace, American bar, and radio in Seving Atamer
House that defined separate corners attached to the living/dining core. These
combinations support the argument of the correspondence and continuum between the
iconic consumption markers and electronic media as the conspicuous objects and space
identifiers in the living spaces. However, television had a transformative impact on the
domestic space in a way the iconic consumption markers and radio could not reach in
the previous periods. This impact started to be surfaced in the second half of the 1990s.
Ihsan Tir1 House, Golbasi Incek Houses, Yavuz Cengiz House and Umitkdy Blocks
embodied the tension between public and private, parlor and living room. In the cases
from the 2000s, the tension was resolved by abandoning the parlor practice and
replacing it with new open and flexible plan types that place the television in the center

of the domestic space.

The transformation in use and experience of domestic space by television, started from
the 1970s and manifested in architecture since the 1980s, has been accompanied by
the breakthrough that PCs have brought in architecture and, therefore, house
production since the 1980s. The design and drawing programs that entered the Turkish

context in the 1980s and integrated into the common architectural practice in the 1990s
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have changed the nature of the architectural practice. Thus, the design and construction
durations of the domestic space had a chance to be minimized. In this respect, it can
be said that the personal computer has a top-down influence over the domestic space,
unlike the television. On the other hand, theoretical debates were ignited in
architecture since the 1980s that question the potentials and apprehensions about the
role of PC in the private sphere. The penetration of work into the home environment
was situated at the heart of the discussion even though PC incorporates both work and
leisure functions. The association of PC with working at the house was reflected in the
architectural design and representation starting from the end of the 1990s and
proliferated throughout the 2000s and 2010s. Nevzat Sayin’s prefabricated model
house was a rare example of the early implications of the PC in the house. In this
instance, PC positioned in the working corner added to living and dining configuration
in the three-part living room. The PC’s position on a slightly heightened desk separate
from the main workstation and orientation towards the other parts of the living room
may indicate an intention to display the PC as a conspicuous object rather than
emphasizing its function. PC, in this case, was domesticated similarly to the iconic
consumption markers and other electronic media. However, the cases from the 2000s
and the 2010s highlighted the PC’s function instead of its conspicuousness. In many
cases, such as KB House, A House in Kemerburgaz, and YN Altuni¢ Villa, PC stood
on the top of the desk in the working corner created as a liminal space in the living
room. In the examples of Y Loft and Turkmen House, a third corner for the working
space was designated next to living and dining areas. The working space equipped
with PCs was separated as a semi-private room such projects as Kas Villa, Levent
House, and S.A.K House. There are also cases like D House, NEF 163, and A House
in Biiylikada, in which PC has taken place in the bedrooms or was counted as
miniaturized and mobile media. In any case, however, PC cannot be deemed a

determinative factor that creates or characterizes the function of the space alone.

In this regard for example, conspicuousness, leisure, and entertainment were first
introduced into the private sphere with the 19" century “parlor” seen in the newly
introduced apartment typology in Istanbul, further developed via such spatial novelties

as music room, fireplace, and American bar in the modern and cubic houses between
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the 1940s and 1960s and became extreme and focused with the proliferation of
electronic mass media, especially television starting from the 1970s. The spatial
manifestations of consumption and modernization became increasingly replaced with
machine-oriented manifestations, with the invasion of private sphere with electronic
media, particularly in the last few decades of the 20™ century; in other words, the
electronic media became domesticated as an instrument of consumption and symbol
of mass culture. In this respect, it can be argued that the spatialization of the
consumption media in the private sphere of the Turkish culture between the late 19
century and the modern era followed a similar approach, in that, the iconic items of
consumption, such as piano, fireplace, American bar as well as radio, television, and
PC were adopted to the domestic context in a similar manner. The similarities in the
spatiality and placement, the interchangeable uses and combinations support the
argument of the correspondence and continuum between the iconic consumption
markers and electronic media as conspicuous objects and space identifiers in the living
spaces. Both the iconic consumption markers and electronic media were domesticated
by adjoining to the living and dining suite, the most public space of the house. Unlike
the iconic consumption markers, however, the electronic media tend to be appropriated
from public to private areas. While iconic consumption markers have kept their places
in the living space as the most public part of the house and as the signifiers of
conspicuous consumption, electronic media have become integrated into both the
living space and the daily private activities. The double-coded characteristic that went
beyond its essence as the symbolic conspicuous object by its versatility as the
transmitter of the public messages established a pivotal role for the electronic media
in the private sphere. Radio, television, and PC offered more than a display of
modernity, social status, and consumer habits; they have provided an instant
connection to the outside world and mediated the consumption of both material and
cultural products. And in the case of PC, the work environment and production entered
the domestic sphere. These characteristics made the electronic media vital in the house
and daily life. Therefore, the transformative impact of media, television and PC in
particular, was inevitable and this manifested in both the planning and representation

of domestic space after 1980s

173



FIGURES

® Sitting Group

®-—» Visually Oriented Sitting Group
Dining Table

. Piano

F ireplace
American Bar

B Radio

] Television

" pC

Figure 1 Symbols and Color Code in Architectural Plans.
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Figure 2 “Parlor of Dr. H. A. Tucker’s summer cottage”, Oak Bluffs, Martha’s Vineyard, Massachusetts, 1875.

Source: Katherine C. Grier, Culture and Comfort: Parlor Making and Middle Class Identity 1850-1930
(Washington, DC: Smithsonian Books, 2010), e-book, Figure 21.

Figure 3 Left: Walter Gropius, Bauhaussiedlung Dessau—Torten, Dessau-RoBlau, Germany, 1926-1928. Right:
Eugene Beaudouin and Marcel Lods, Cite de la Mulette, Paris, France, 1931-1934.

Source: Robert Weddle, “Housing and Technological Reform in Interwar France: The Case of the Cité de la
Muette”, Journal of Architectural FEducation (1984-) , Feb., 2001, 54, no. 3 (Feb., 2001): 168,
https://www jstor.org/stable/1425583. “Bauhaussiedlung Dessau—Torten (1926-28) Walter Gropius”, Bauhaus
Dessau, accessed April 21, 2021, https://www.bauhaus-dessau.de/de/architektur/bauhausbauten/siedlung-dessau-
toerten.html.
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Figure 4 Archibald Manning Brown, Harlem River Houses, New York, 1936.

Source: Meghan White, “The Experimental History Behind the Harlem River Houses”, Natural Trust for Historic

Preservation, last modified August 28, 2017, https://savingplaces.org/stories/the-experimental-history-behind-the-
harlem-river-houses.

Figure 5 Left: A. Lawrence Kocher and Albert Frey, Aluminaire House, Palm Springs, California, 1931. Right:
George Fred Keck, House of Tomorrow, built for the Century of Progress Exposition Chicago, moved to Indiana,
1933-1934.

Source: Meghan White, “He Saw The Future: George Fred Keck And The House Of Tomorrow”, Natural Trust for
Historic Preservation, last modified May 4, 2017, https:/savingplaces.org/stories/george-fred-keck-the-
mastermind-behind-the-house-of-tomorrow. “Aluminaire House by Albert Frey”, Palm Springs Museum,
Accessed May 26, 2021, https://www.psmuseum.org/visit/aluminaire.
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Figure 6 Richard Neutra, Lovell House, LA, California, 1929.

Source: Rosella Degori, “Richard Neutra’s pioneering Lovell Health House lists for $11.5m”, The Spaces, accessed
May 29, 2021, https://thespaces.com/richard-neutras-pioneering-lovell-health-house-lists-for-11-5m/.

Figure 7 Left: Le Corbusier, Villa Savoye, Poissy, France, 1929-31.

Source: Charles Jencks, The Story of Postmodernism, 20. Right: Le Corbusier and Pierre Jeanneret, Villa Stein,
Garches, France,1927. Source: Gartman, From Autos to Architecture, 14.
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Figure 8 Levitt & Sons, Lewittown Housing Development, USA, 1940s.

Source: Crystal Galyean, “20th Century Levittown: The Imperfect Rise of the American Suburbs”, U.S History
Scene, Accessed May 29, 2021, https://ushistoryscene.com/article/levittown/.
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Figure 9 Le Corbusier, Pavillon de L Esprit Nouveau, Paris, France, 1925.
Source: Pavillon de I'Esprit Nouveau, Paris, France, 1924, Fondation Le Corbusier, accessed June 1, 2021,

http://www.fondationlecorbusier.fr/corbuweb/morpheus.aspx?sysld=13&IrisObjectld=5061&sysLanguage=en-
en.
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Figure 10 Lilly Reich and Mies van der Rohe, “Home for a Childless Couple & House in a Garden”, Berlin
Building Exhibition, Germany, 1931.

Source: Gameren, “Die Wohnung unserer Zeit Berlin, Ludwig Mies van der Rohe et al.”, 98.

Figure 11 Marcel Breuer, House for a Sportsman, Berlin Building Exhibition, Germany, 1931.

Source: Gameren, “Die Wohnung unserer Zeit Berlin, Ludwig Mies van der Rohe et. al.”, 98.
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Figure 12 Marcel Breuer, The House in the Museum Garden, MoMA, New York, 1949.

Adapted from: Peter Blake, “The House in the Museum Garden. Marcel Breuer, Architect”, The Bulletin of the
Museum of Modern Art , 16, no. 1 (1949): 3-12, https://www.jstor.org/stable/4058163.
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Figure 13 Buckminister Fuller, Dymaxion House, "Marshall Field department store" in Chicago, 1929.

Source: “AD Classics: The Dymaxion House / Buckminster Fuller”, ArchDaily, accessed June 1, 2021,
https.//www.archdaily.com/401528/ad-classics-the-dymaxion-house-buckminster-fuller.

Figure 14 Philip Johnson and Henry-Russell Hitchcock as the curators, MoMA Modern Architecture: International
Exhibition, Bullocks-Wilshire Department Store, Los Angeles, CA, 1932.

Source: “AD Classics: Modern Architecture International Exhibition / Philip Johnson and Henry-Russell
Hitchcock”, ArchDaily, accessed June 1, 2021, https:/www.archdaily.com/409918/ad-classics-modern-
architecture-international-exhibition-philip-johnson-and-henry-russell-hitchcock.
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Figure 15 Edgar Kauffman Jr. and Margaret Arlen on the “Morning Show”, 1954.

Source: Riley and Eigen, “Between the Museum and the Marketplace: Selling Good Design”, 168.

Figure 16 Robert Venturi, Mother's House, plan and interior, Chestnut Hill, Philadelphia, Pennsylvania, 1961-4.

Source: Charles Jencks, The Story of Postmodernism, 42. “AD Classics: Vanna Venturi House / Robert Venturi”,
ArchDaily, accessed June 21, 2021, https://www.archdaily.com/62743/ad-classics-vanna-venturi-house-robert-
venturi.
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1 Entry hall
2 Bedroom

6 Reading area and library stacks

Upper-level plan

Entry-level (mwdiie fevel) plan

Cowrr-level plan

Lompitudinal section through entry and stairs

Figure 17 Simon Ungers and Thomas Kinslow, T-House, floor plans, section, exterior and interior showing the
fireplace, New York, 1992.

Source: Riley, “The Un-Private House”, 109-110. Jose Juan Barba and Candela Oliva, “The Red Steel “T”,
Metalocus, last modified October 23, 2013, https://www.metalocus.es/en/news/red-steel-t.

183



Entry-level (ground-floor) and site plan
1 Entry

2 Kitchen/dining/living area

3 Study

4 Bedroom

5 Dressing room

Lower-level plan

6 Master bedroom
7 Master bathroom
8 Exercise area

9 Lap pool

Figure 18 Joel Sanders, The House for a Bachelor, floor plans and render images showing the terrarium/television
area, Minneapolis, 1998.

Source: Riley, “The Un-Private House”, 100-105.
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Figure 19 Elizabeth Diller and Ricardo Scofidio, Slow House, Noyack Bay, Long Island, 1990.

Source: Riley, “The Un-Private House, 52-53.
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Figure 20 Buckminister Fuller, Dymaxion House, 1927.

Source: James T. Baldwin, BuckyWorks: Buckminster Fuller's Ideas for Today (New York: Wiley, 1996), 25.
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Figure 21 Alfred Levitt, Cape Cod House, Levittown, advertisement, 1950.

Source: “The 1950s: An Era of Inspiration”, Patrick Ahearn Architect, last modified March 19, 2020,
https://patrickahearn.com/blog/the-1950s-an-era-of-inspiration/.

Figure 22 Herbert Hirche, apartment interior and furniture design, Interbau Exhibition, Berlin, 1957.

Source: “Herbert Hirche, HM 5 for Braun in Hirche’s Apartment of Giinther Gottwald House for Interbau
Exhibition, 1957, Berlin”.
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Figure 23 Herbert Hirche, apartment interior and furniture design, Interbau Exhibition, Berlin, 1957.

Source: “Herbert Hirche, HM 5 for Braun in Hirche’s Apartment of Giinther Gottwald House for Interbau
Exhibition, 1957, Berlin”.
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Figure 24 Kultur im Heim magazine cover, 1964, Germany.

Source: “German Design: Two Countries, One History”.

Figure 25 Rudolf Horn und Eberhardt Wiistner, Modular Unit Design for Deutsche Werkstditten (MDW),
Germany, 1967.

Source: “German Design: Two Countries, One History”.
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Figure 26 Ray and Charles Eames and Eero Saarinen, Eames House, interior, Pacific Palisades, California, 1949.
The Interior of the Eames House.

Source: “AD Classics: Eames House / Charles and Ray Eames”, ArchDaily, last modified June 28, 2010,
https://www.archdaily.com/66302/ad-classics-cames-house-charles-and-ray-eames.
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Figure 27 Listening the radio in 1920s.

Source: Shundana Yusaf, Broadcasting Buildings, 85.

YOU'LL BE AN ARMCHAIR COLUMBUS!

Figure 28 Advertising by Dumont, New Yorker, 1944.

Source: Adapted from “You'll Be An Armchair Columbus!”, Duke University Libraries Digital Repository,
accessed June 1, 2019, https://idn.duke.edu/ark:/87924/r4sf2n066.
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Figure 29 Dan Graham, Alteration, 1978.

Source: “Exhibition and Activities/Exhibitions: MACBA Collection”, MACBA, accessed May 14, 2020,
https.//www.macba.cat/en/exhibitions-activities/exhibitions/macba-collection-9.

AR |

Figure 30 Components of a cable television system.

Source: Dan Graham, "Essay on Video, Architecture, and Television”, in Dan Graham, Video, Architecture,
Television (New York: New York University Press, 1979), 63.
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Figure 31 Television for parents, employee supervision, and production control.

Adapted from: Dan Graham, "Essay on Video, Architecture, and Television”, 64-65.

Figure 32 Dan Graham, Video Projection Outside Home, 1978.

Source: Mike Metz and Dan Graham, “Dan Graham”, Bomb, no: 46 (Winter, 1994): 27.
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Figure 33 Au Bon Marché department store, Istanbul, 19™ century.

Source: Seza Durudogan, “XIX. Yiizyilda Pera/Beyoglunun Ekonomik, Kiiltiirel ve Politik Yapisinin Mimariye
Etkileri” (Published Phd Thesis, Istanbul Technical University, 1998), 251.

Figure 34 A café on the street, Istanbul, 1903.

Source: Melek, “New Interpretation of Domestic Space and Life”, 133.
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Figure 35 Photograph and plan of Savfet Bey Apartment, Istanbul, 1858-1895.

Source: Adapted from Ayse Derin Oncel, “Apartmanlar”, in Apartman: Galata’da yeni bir konut tipi (Istanbul:
Institut frangais d’études anatoliennes, 2010), ex. 3, https://books.openedition.org/ifeagd/1595.

Figure 36 Ayse Fahriye, The Dining Table Schemas, Ev Kadini, 1882.

Source: “Ev Kadmi”, Marmara University Open Access System, Nadir Eserler Collection, last modified February

2, 2020, http://hdl.handle.net/11424/43223.
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Figure 37 Selim Bey Apartment, Istanbul, 1895-1905.

Source: Oncel, “Apartmanlar”, ex. 31.

Serasker Cikmazi
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Figure 38 An apartment building, Istanbul, 1895-1905.

Source: Oncel, “Apartmanlar”, ex. 83.
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Figure 39 Robert Apartment, Istanbul, 1895-1905.

Source: Oncel, “Apartmanlar”, ex.44.
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Figure 40 Sevket Bey Apartment, Istanbul, 1895-1905.

Source: Oncel, “Apartman”, ex. 28.
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Figure 41 Abdiilmecid, “Beethoven in the Palace”, painting, oil on canvas, 154 x 221 cm, Istanbul Painting and
Sculpture Museum, Istanbul, early 20th century.

Source: Sibel Almelek Isman, “Cagdas Tiirk Resminde Miizik ve Resim Imgeleri”, The Journal of International
Social Research, 10, no: 54 (2017): 396, http://dx.doi.org/10.17719/jisr.20175434604.

Figure 42 Fehime Sultan (1875-1929), an Ottoman princess and the daughter of Sultan Murat V, playing piano,
Omer M. Kog Collection, 1912.

Source: Kurukamgi, “Osmanli imparatorlugu’nda Tiiketim Aliskanhiklarinin Degisimi”, 78.
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Figure 43 Diran Cirakyan, “Lamia Simdi Ellerini Hatiratina Teslim Ederek...” (Lamia now is surrounding her
hand to her memories...), in Mai ve Siyah by Halit Ziya (Usakligil), Servet-i Fiinun, no: 289 (1896): 45.

Source: “Mai ve Siyah Resimlerinden: Lamia Simdi Ellerini Hatiratina Teslim Ederek...”, Servet-i Fiinun Dergisi,
accessed June 10, 2021, http://www.servetifunundergisi.com/mavi-siyah-resimlerinden/.

Figure 44 On the left: Clemens Holzmeister, Presidential House, Ankara, 1932. On the right: Ernst Egli, Ragip
Devres Villa, Istanbul, 1933.

Source: Bozdogan and Akcan, Turkey, Modern Architectures in History, 85. Serhat Bagdogan, “Anma Programi
Egli Miihendis Ragip Devres Villasi, Ernst A. Egli, 1932/33”, Mimarlik, no: 384 (July/August,2015),
http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=398 &RecID=3699.
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Figure 45 Seyfi Arkan, Ayazpasa Apartment, Istanbul, 1935.

Source: Bozdogan and Akcan, Bozdogan and Akcan, Turkey, Modern Architectures in History, 83.

Figure 46 Left: Paul Bonatz, Saragoglu Housing, Ankara, 1945. Right: Sedad Eldem, Fethi Okyar House, Istanbul,
1936.

Source: Bozdogan and Akcan, Bozdogan and Akcan, Turkey, Modern Architectures in History, 102. Bozdogan
and Akcan, Bozdogan and Akcan, Turkey, Modern Architectures in History, 100.
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Figure 47 A cut-out radio advertisement published in Ulus newspaper dated in November 12, 1938: “Listen to
Ankara's new radio station with Aga Baltic 1939 model radios”.

Source: author’s collection
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Figure 48 A cut-out radio advertisement from a newspaper dated in November 10, 1947: “Masterpiece of the post-
war industry - owner's voice 7 lamp radios - 8 waves - very sensitive elliptical loudspeakers - high output without

distortion - with three-position separation device - special equipment for auxiliary speaker and turntable - luxury
walnut furniture”

Source: author’s collection.
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Figure 49 Mimar Saim, Izzet Bey House, Trabzon.

Adapted from: “izzet Bey Evi. Magka”, Arkitekt, 1932, no. 4 (April, 1932): 99-100,

http://dergi.mo.org.tr/detail.php?id=2&sayi id=80.
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Figure 50 Nizami Bey, Illustration of an ideal house interior, Mimar/Arkitekt, 1932.

Source: Giirel, “Designing and Consuming Modern in Turkey”, 459.
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Figure 51 A family listening radio in their house.

Source: Erkan Durdu, ed., “Tiirkiye Radyolar1”, Special Issue, TRT Akademi (January, 2020): 6.
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Figure 52 Iyi Tenvir (Good Illumination), an illustrated guide for the usage of light fixtures in domestic interiors
Ameli Elektrik, 1929.

Source: “Ameli Electric-Ameli  Elektrik”, Salt Research, last modified September 30, 2018,
https://archives.saltresearch.org/handle/123456789/129129.
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Figure 53 Seyfi Arkan, Makbule Atadan House, dining room (top left and right), parlor/music room (second-raw
left) and plan (bottom), Ankara, 1935-1936.

Adapted from: “Cankaya’da Bir Villa - Ankara”, 180-183.
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Figure 53 (Continued)
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Figure 54 Sedad Hakki Eldem, A Single-Family House for a Childless Couple, perpective drawing and floor plans,
Istanbul, early 1930s.

Adapted from: “Bir Ev Projesi”, 206-207.
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Figure 54 (Continued)
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Figure 55 Eyiip Kémiirciioglu, A Villa in Boyacikdy, Istanbul, 1940s.

Adapted from: “Boyacikdyde Bir Villa”, 190-191.
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Figure 55 (Continued)
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Figure 56 Apdullah Ziya, Reception space, living room/office and apartment plan, 1930-1931.

>

Adapted from: “Binanin Iginde Mimar”, 15-16. Giirel, “Consumption of Modern Furniture as a Strategy of
Distinction in Turkey”, 49.
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Figure 56 (Continued)
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Figure 57 Leyla Baydar and Feyzan Baydar, Birgiler Apartment, Istanbul, 1948. Adapted from: “Birgiler
Apartman1”, 153-153-155.
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Figure 58 Muhittin Binan, Basaran Apartment, Istanbul, 1940s. Adapted from: “Basaran Apartmam (Harbiye)”,
50-53.
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Figure 58 (Continued)
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Figure 59 On the left: Utarit Izgi, Haluk Saman Villa, Istanbul, 1959. On the right: Abdurrahman Hanci, Ali Aksel
House, Istanbul, 1972.

Source: Bozdogan and Akcan, Bozdogan and Akcan, Turkey, Modern Architectures in History, 143-145.

Figure 60 Sedad Eldem, Riza Dervis Villa, Istanbul , 1956.

Source: Bozdogan and Akcan, Turkey, Modern Architectures in History, 146.
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Figure 61 Melih Birsel and Haluk Baysal, Hukukgular Housing, Istanbul, 1961.

Source: Haluk Baysal and Melih Birsel “Hukukgular Sitesi”, Arkitekt, 1970, no. 4 (1970): 157,
http://dergi.mo.org.tr/detail.php?id=2&sayi_id=215.
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Memieketimizin il ve
yegéne Televizyon Fabrikasim
kurmusg bulunan

“garantili” radyolanndan sonra

TURK
TELEVIZYONUNU

HALKIMIZIN ISTIFADESINE ARZETTI

Yerll ve yubans elebtrosik nmaslann sessretinde cok S ol

e deyae vn maliement iy st edlmekte slan KONDOR

TELEVIZYON CIMAZLARINT tan br gvende slacuh... hulanddes
wemean Kalacatsine

Jmsiitpor: ELEXTROAKUSTIK SANAYI VE TICARKT Lo 9 Bire Tot 440200 - 44 81 4)

Figure 62 Television advertisements from the 1970s

Top left: Turkish brand Kondor’s television advertisement in the 1970s: “Having established our country’s first
and only television factory, Kondor has now offered Turkish television to our people after the “guaranteed”
radios.”. Top right: Argelik television advertisement dated in 1975: “Argelik has waited until today to present a
television worthy of the name of Argelik to the families of more than millions who use its various products.
Evaluating the experiences made, it developed a television by taking into account the conditions of our country and
establishing a strong Television Maintenance Service throughout the country before it was offered for sale. And
now Argelik offers you the television you've been waiting for. Enjoy, and you will use your Argelik television with
confidence.” Bottom left: A television advertisement of National brand in 1975: “The world’s number one
television...From Japan!”. Bottom right: Philips television ad from 1974: “The world's largest and most

experienced in television production”.

Source: author’s collection.
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Figure 63 Television advertisements from the 1970s

Left: A television advertisement for the National brand in 1975: “The National owner does not miss any goal... Let
your TV be National!” The ad depicts television as a medium for the leisure and entertainment by promoting it in
association with the football. Right: Radiola brand television ad from 1974: “Happy days with Radiola... Your day
starts with Radiola. You open your eyes to a new day with the sound of your Radiola brand radio. The hours pass.
The music rising from your Radiola turntable continues your joy. And in the evening, your Radiola television rivets
this joy with its precise image, loud sound, beautiful appearance.”

Source: author’s collection.
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Figure 64 Two Radiola television advertisements from 1974 (left) and 1975 (right).

The left image shows a television transmitting the image of two windsurfers. Right: the television image contains
a cowboy riding a horse that is assumed to refer to American Western movies.

Source: author’s collection.
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Figure 65 Top: Tuncay Cavdar and Giorgio Giovannini, Kemer Holiday Village Club, Antalya, 1973. Bottom left:
Altug Cinici and Behruz Cinici, Tatsan Giilliik Resort Town, Mugla, 1976. Bottom right: Erkal Giingdren, Yiiksel
Pulat House, Istanbul, 1976.

Source: “Kemer Vacation Village”, Archnet, accessed May 28, 2020,
https://archnet.org/sites/312/media_contents/21045. “Tatsan Giilliik Tatil Kenti'nden fotograflar - Photos of Tatsan
Giilliik Resort Town”, Salt Online, last modified March, 2016,
https://archives.saltresearch.org/handle/123456789/87055. “Yiiksel Pulat Evi: Fotograflar - Yiiksel Pulat House:
Photographs”, Salt Arastirma, last modified February 18, 2020,

https://archives.saltresearch.org/handle/123456789/205413.
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Figure 66 Television advertisements from the 1970s.

Left: The Aga brand television ad dated in 1974: “Aga is between us. Known as Aga; who is our soulmate with its
words and its music; You are together again with Aga, who has not left your side for years. Now, not only with its
radio but also with its television and record player, you are sought after with a more prosperous world of sound and
vision.” The ad emphasizes the togetherness, familarity, and warmth that fits to the hearth analogy. Right:
Telefunken brand television ad from 1973: “Telefunken convenience... Don't you want the comfort of doing your
duty to your child?” The comfort brought by television, which is the center of attention in the advertisement image,
is higlighted.

Source: author’s collection.
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Figure 67 Two anonymous domestic interior photographs from the 1970s that reveals the central positioning of
television.

Source: author’s collection.
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Figure 68 Philips television advertisement in 1975: “T brought the first Philips television to the neighborhood...
People, who watch it, want to buy Philips.”.

Source: author’s collection.
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Figure 69 Top left: Remzi Jontiirk, Yarali Kalp (1969). Top right: Memduh Un, Olmiis Bir Kadimin Mektuplart,
1969. Bottom left: Orhan Elmas, Yagmur, 1971.

Adapted from: Murat Film, “Yarali Kalp - Filiz Akin & Ediz Hun”, Youtube, last modified September 14, 2015,
https://www.youtube.com/watch?v=zQUS5jCEdEqM. Fanatik Klasik Film, “Olmiis Bir Kadinin Mektuplar1 - Eski
Tirk Filmi Tek Parga (Restorasyonlu)”, Youtube, last modified October 31, 2013,
https://www.youtube.com/watch?v=3DurpTyLusw. Erler Film Tiirker Inanoglu, “Yagmur | Ediz Hun, Hiilya
Kogyigit | Tirk Filmi”, Youtube, last modified June 7, 2019, https://www.youtube.com/watch?v=VUwxNOXdPnl.

Figure 70 Atif Yilmaz, 4h Giizel Istanbul, 1966.

Adapted from: Fanatik Klasik Film, “Ah Giizel Istanbul - Eski Tiirk Filmi Tek Parga”,Youtube, last modified
October 31, 2013, https://www.youtube.com/watch?v=0ayTH9LneNs&t=5407s.
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Figure 71 Top left: Tiirker Inanoglu, Sabah Yildiz1, 1969. Top right: Mehmet Dinler, Yuvasiz Kuslar, 1970. Bottom
left: Mehmet Dinler, Melek mi Seytan mi?, 1971.

Adapted from: Erler Film Tiirker Inanoglu, “Sabah Yildiz1 | Filiz Akin, Ediz Hun | Tiirk Filmi”, Youtube, last
modified November 23, 2018, https://www.youtube.com/watch?v=cr12ax7p4Xo. Giilsah Film, “Yuvasiz Kuslar
(1970) - Tek Parca (Filiz Akin & Ediz Hun)”, Youtube, last modified August 14, 2016,
https://www.youtube.com/watch?v=4W{ eHgl3j0&t=4093s. Melek Film,” Melek Mi Seytan Mi1? ( 1971)- Tiirkan
Soray & Tarik Akan”, Youtube, last modified August 13, 2016,
https://www.youtube.com/watch?v=80KtwB6QX2E&t=4600s.
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Figure 72 Top left: Mehmet Dinler, Funda, 1968. Top right: Muzaffer Aslan, Arim, Balim, Petegim, 1970. Bottom
left: Remzi Jontiirk, Yarali Kalp, 1969.

Adapted from: Melek Film, “Funda (1968) Tek Parga - (Kartal Tibet & Hiilya Kogyigit)”, Youtube, August 13,
2016, https://www.youtube.com/watch?v=6sUX R0Ze c. Giilsah Film, “Arim Balim Petegim”, Youtube, May 6,
2019, https://www.youtube.com/watch?v=aBSXXUNVSjw. Murat Film, “Yaral Kalp - Filiz Akin & Ediz Hun”,
Youtube, last modified September 14, 2015, https:/www.youtube.com/watch?v=2QU5jCEdEqM &t=1795s.

Figure 73 Fahir Seden, Yaz Bekari, 1974.

Adapted from: Erler Film Tiirker Inanoglu, “Yaz Bekar1 | Tartk Akan, Giilsen Bubikoglu | Tiirk Film”, Youtube,
last modified December 18, 2019, https://www.youtube.com/watch?v=71CsAxVRb6A.
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Figure 74 Top left: Liitfi O. Akad, Vesikali Yarim, 1968. Top right: Muzaffer Aslan, Agliyorum, 1973. Bottom:
Mehmet Dinler, Ug Sevgili, 1972.

Adapted from: Cigek Film /Seref Film, Vesikali Yarim (1968) - Tiirkan Soray & Izzet Giinay | Restorasyonlu”,
Youtube, last modified February 5, 2018, https:/www.youtube.com/watch?v=j8qdnqwjRJA. Giilsah Film,
“Agliyorum Tiirk Filmi”, Youtube, last modified May Sy 2021,
https://www.youtube.com/watch?v=rUA9Bau3CoY. Melek Film, “Ug Sevgili (1973) - Tek Parca (Tarik Akan)”,
Youtube, last modified August 12, 2016, https://www.youtube.com/watch?v=6C1zWzFziJo.
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Figure 75 Top: Oksal Pekmezoglu, Baba Bizi Eversene, 1975. There is a piano and fireplace in the sitting part of
the parlor-dining room suite, while a television is placed in the dining part. Bottom: Zeki Oktem, Kaynanalar,
1975.

Adapted from: Erman Film, “Baba Bizi Eversene (1975)- Restorasyonlu - Baris Mango”, Youtube, last modified
December 12, 2017, https://www.youtube.com/watch?v=_zEmwAS5qwZw. Erman Film, “Kaynanalar (1975) -
Tekin  Akmansoy & Leman Cidaml”, Youtube, last modified  April 7, 2017,
https://www.youtube.com/watch?v=ZYFmvtT2pjE.
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Figure 76 Haluk Baysal and Melih Birsel, Birkan Apartments, Block A and B, Istanbul, 1955.

Adapted from: “Birkan Apartmanlari (Bebek)”, 6-9.
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Figure 76 (Continued)
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Figure 77 Demirtas Kamgil and Rahmi Bediz, Israilevleri, Ankara, 1955.

Source: “Sivil Mimari Bellek Ankara 1930-1980 Yap: Envanteri: Israilevleri”, Ko¢ Universitesi Digital
Collections, accessed June 14, 2020, https:/libdigitalcollections.ku.edu.tr/digital/collection/SMB/id/1275/rec/90.
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Figure 78 Demirtas Kamgil and Rahmi Bediz, Ubeyde Elli Apartment, Ankara, 1957.

Source: Bayraktar, Batuman and Ayhan, ed., “Ubeyde Elli Apartmani”, 105.
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Figure 79 Muallim Halit Femir and Feridun Akozan, Mehmet Aker House, Bursa.

Source: “Bay Mehmet Aker Villasi1”, 215.
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Figure 80 Ekrem Yenel, A Villa in Bebek, Istanbul.

Adapted from: “Bebekte Bir Villa”, 109-110.

234



Figure 80 (Continued)
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Figure 81 Muhtesem Giray, Ozgiir House, Istanbul.

Adapted from: “Kiigiikyalr’da Tki Villa”, 10-11.
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Figure 82 Ergiin Ersoz, Duplex Apartment on Bagdat Street, Bursa, 1970s.

Adapted from: “Bagdat Caddesinde Dubleks Apartman”, 127.
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Ankara, 1964.

gl

Figure 83 Nejat Ersin, RER Apartment.

Source: “Sivil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, RER Apartmani”.
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Figure 84 Vedat Dalokay and Nejat Tekelioglu, Basin Sitesi I, Ankara, 1960.

Source: “Sivil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, Basin Sitesi I””.
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Figure 85 Danyal Tevfik Ciper, Celebiler Apartment, Ankara, 1966.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 147.
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Figure 85 (Continued)
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Figure 86 Muhtesem Giray, Uzunoglu House, Istanbul, 1964-1965

Adapted from: “Kiigiikyalr’da Tki Villa”, 8-9.
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Figure 87 Lemi Varnali, Cankaya Is Bankas1 Ikramiye Houses, Ankara, 1968.

Source: “Sivil Mimari Bellek Yap1 Envanteri Ankara 1930-1980, Cankaya Is Bankas1 Tkramiye Evleri”.
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Figure 88 Nejat Ersin, Cinnah 19 Apartment, Ankara, 1954-1957.

Source: “Cinnah 197, Arkitektuel, accessed July 1, 2020, https://www.arkitektuel.com/cinnah-19/.
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Figure 89 Erciiment Bigat and Arif Bilgesii, Arif Saltuk House, Istanbul.

Adapted from: “Miihendis Arif Saltuk Villas1”, Arkitekt, 1958, no. 2 (1958): 55-60,
http://dergi.mo.org.tr/detail.php?id=2&sayi_id=232.
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Figure 89 (Continued)
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Figure 90 Emin Necip Uzman, A Villa in Bogazici, Yenikdy, Istanbul.

Adapted from: “Bogaz iginde bir villa”, 53-54.
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Figure 90 (Continued)
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Figure 91 Siera radio ad published in1966: “It is a radio worthy of your home and taste with every model.”

Source: author’s collection.
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Figure 92 Star brand radio ad published in 1953: “See, listen,decide... The pleasure and beauty of making Star
radios is unmatched. Walnut furniture, solid and careful craftsmanship, attractive display immediately catches the
eye.”

Source: author’s collection.
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Figure 93 Left: Armonia radio advertisement from the 1960s that includes “mahogany furnished” among the
technical properties. Right: Siemens radio advertisement dated in 1953 that promotes the radio with “wooden
furniture”.

Source: author’s collection.
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Figure 94 Anonymous photographs of domestic interiors that show radio placement in the parlor, the 1970s.

Source: author’s collection.
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Figure 95 Danyal Tevfik Ciper, Villa Project, Ground Floor and Upper Floor Plans.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 122.
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Figure 96 Danyal Tevfik Ciper, an Apartment Project, Plan and Axononmetric Drawing.

Source. Cengizkan, Tavizsiz Bir Modernist Mimar, 175.
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Figure 97 Danyal Tevfik Ciper, Erdem Yuva Building Cooperatives, Plans of Type 1 and Type 2 Zonguldak.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 85.
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Figure 98 Danyal Tevfik Ciper, Erdem Yuva Building Cooperatives, Plans of Type 3, Zonguldak.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 86.
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Figure 99 Danyal Tevfik Ciper, Ozkanlar House, Ground Floor, First Floor, Second Floor, and Terrace Floor
Plans, Ankara, 1968.

Source: Selda Basbugoglu, Interview with Danyal Tevfik Ciper, “Danyal Ciper”’, Mimaritk, no.264 (1995): 27,
http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=323.
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Figure 99 (Continued)
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Figure 100 Danyal Tevfik Ciper, Pozcu Apartment, Typical Floor Plan, Ground Floor Plan, and Mezzanine Floor
Plan, Mersin, 1980.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 153.
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Figure 100 (Continued)
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Figure 100 (Continued)

Figure 101Left: Ahmet Giilgonen, Eryaman Housing, Ankara, 1996. Right: Han Timertekin, ATK Lodgings,
Istanbul, 1998.

Source: Bozdogan and Akcan, Turkey, Modern Architectures in History, 249. “ATK Lojmanlar1”, HS Mimarlik,
accessed June 15,2021, http://hsmimarlik.com/isler/atk-lojmanlari/.
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Figure 102 Top left: Merih Karaaslan, Nuran Unsal and Miirsit Giinday, Siiriiciiler Terrace Houses, Ankara, 1989.
Top right: Altug and Behruz Cinici, Deputy Housing Complex, Ankara, 1984. Bottom left: Turgut Cansever, Demir
Houses, Bodrum, 1987. Bottom right: Mehmet Konuralp, Sagra Lodgings and Guest Houses, Ordu, 1984.

Source: “Siirtictiler Housing”, Archnet, accessed March 29, 2020,
https://archnet.org/sites/962/media_contents/21655. “TBMM Milletvekili Lojmanlar1 (Atakent Sitesi) genel
goriinim fotograflari - TBMM Deputy Housing Complex (Atakent), general view photos”, Salt Arastirma, last
modified September 15, 2018, https://archives.saltresearch.org/handle/123456789/76166. Neslihan T. Dostoglu,
“Modern Sonrast Mimarlik Anlayislar”, Mimarlik, no. 263 (1995): 50. Dostoglu, “Modern Sonrast Mimarlik
Anlayislart”, 48.

Figure 103 Yavuz Turgul, Ask Filmlerinin Unutulmaz Yonetmeni, 1990.

Adapted from: Erler Film Tiirker inanoglu, “Ask Filmlerinin Unutulmaz Yonetmeni | Sener Sen, Pitircik
Akerman”, Youtube, last modified February 22, 2019, https://www.youtube.com/watch?v=jj FORjvC41&t=1s.
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Figure 104 Orhan Aksoy, Kiraci, 1987.

Adapted from: Fanatik Klasik Film, “Kiraci | Kemal Sunal Eski Tiirk Filmi Tek Parca (Restorasyonlu)”, Youtube,
last modified November 24, 2016, https://www.youtube.com/watch?v=4nRQCiaSg-U.

Figure 105 Kartal Tibet, Milyarder, 1986.

Adapted from: Arzu Film, “Milyarder”, Youtube, last modifiedJuly 30, 2015,
https.//www.youtube.com/watch?v=15ggnAgpDLw.
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Figure 106 Top: Basar Sabuncu, Ciplak Vatandas, 1985. Bottom: Atif Yilmaz, Aahhh Belinda, 1986.

Adapted from: Uzman Filmcilik, “Ciplak Vatandas - Tiirk Filmi (Sener Sen)”, Youtube, last modified January 7,
2020, https://www.youtube.com/watch?v=BIJMcUsFFt4. Giilsah Film, “Aaahh Belinda - HD Tiirk Filmi (Miijde
Ar & Yilmaz Zafer)”, Youtube, last modified May 17, 2019, https://www.youtube.com/watch?v=tEBfVDRuNyY.

Figure 107 Ertem Egilmez, Namuslu, 1985.

Adapted from: Uzman Filmcilik, “Namuslu - Tiirk Filmi (Sener Sen & Aysen Gruda)”, Youtube, last modified
January 8, 2020, https://www.youtube.com/watch?v=s4Bu9suUTPs.
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Figure 108 Left: Yal¢in Yelence (453 episodes) and Erkavim Yildirim (5 episodes), Bizimkiler, 1989-2002. Right:
Tiikenmezkalem Film Grubu, Kaygisizliar, 1994-1998.

Adapted from: Fanatik Nostalji Diziler, “Bizimkiler 2. Boliim | Nostalji Diziler”, Youtube, last modified October
29, 2019, https://www.youtube.com/watch?v=iJW3oMe2Uro. Kanal D Arsiv, ‘“Kaygisizlar 1.B6lim - Full
Boliim”, Youtube, last modified June 29, 2020, https://www.youtube.com/watch?v=m22q0-3CYaU.

Figure 109 Top: Nail Cakirhan, Cakirhan House, interior photograph showing a portable television, Mugla, 1971.
Bottom: Utarit Izgi, Nafi Bak House, bedroom with a portable television ii, Ankara, 1972.

Source: “Cakirhan Evi Tiirkiye”. “Ulus'taki Nafi Bak Evi fotograflari - Photographs of Nafi Bak House in Ulus”.
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Figure 110 The prize-winning Project plans of the National Architectural Project Competition for Rental Housing,
1982.

Source: “Gecekondu Onleme Bolgeleri ve Geri Kalmis Yorelerde Kiralik Konut Ulusal Mimari Proje Yarismas1”,
13-31.
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Figure 111 Hiiseyin Egeli, Evin Apartment, ground floor plan, Izmir, 1984.

Source: “Evin Apartmani”, 54.
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Figure 112 Hayzuran Hasol and Dogan Hasol, Zeytinoglu House, photograph from the three part parlor, section
drawing, fourth level and ground level plans, Istanbul, 1988.

Adapted from: Yap1 Endiistri Merkezi, Konutlar, 31-38.
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Figure 112 (Continued)
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Figure 113 Joys Israel, Teoman Baygan House, Izmir, 1991.

Source: “Teoman Baygan Evi”, 48.
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Esin Onder House, plan drawings, Izmir, 1992-1993.

Figure 114 Ozen Ota

il

Source: “Esin Onder Evi”, 49.
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Figure 115 Danyal Tevfik Ciper, Alacaatli House, elevation, basement floor, first floor, and ground floor
drawings, Ankara.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 126.
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Figure 115(Continued)
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Figure 116 Danyal Tevfik Ciper, A Villa Project, ground floor and upper floor plans of type 2 (top two) and type
3 (bottom two).

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 133.
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Figure 116 (Continued)
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Figure 117 Danyal Tevfik Ciper, Incek Houses, upper floor, ground floor, penthouse, and basement floor plans.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 129.
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Figure 117 (continued)
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Figure 118 Giingér Kaftanci, Square House, interior photograph and floor plans, izmir, 1991.

Source: Yap1 Endiistri Merkezi, Konutlar, 49-52.
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Figure 118 (continued)
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Figure 118 (continued)
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Figure 119 Hayzuran Hasol and Dogan Hasol, Hasol House, floor plans, Istanbul, 1994.

Source: Yap1 Endiistri Merkezi, Konutlar, 39-46.
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Figure 120 Danyal Tevfik Ciper, Seving Atamer House, plan drawings, [zmir.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 128.
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.
Figure 121 Utarit Izgi, Erdem Hamami House interior with television set, Istanbul, 1985.

Source: “Erdem Hamanu Apartmam I¢ Mekéan Diizenlemesi Fotograflar1 - Photographs of the Interior Design of
Erdem Hamami Building”.

Figure 122 Erkal Giingbren, iyem House, interior photograph showing television, Istanbul, 1986.

Source: “Tyem'lerle Bezeli Bir Ev / Erkal Giingéren (1986)”.
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Figure 123 Danyal Tevfik Ciper, Thsan Tir1 House, floor plans, Ankara, 1998.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 108.
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Figure 124 Danyal Tevfik Ciper, Golbas1 Incek Houses, Type 1 floor plans, Ankara, 1999.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 109.
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Figure 125 Danyal Tevfik Ciper, Golbas1 incek Houses, Type 2 floor plans, Ankara, 1999.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 110.
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Figure 125 (Continued)
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Figure 126 Danyal Tevfik Ciper, Golbas1 incek Houses, Type 3 (top two) and Type 4 (bottom two) floor plans,
Ankara, 1999.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 111.
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Figure 126 (Continued)
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Figure 127 Utarit Izgi, Sami Kamhi House, interconnected bedroom and living room, Istanbul, 1986.

Source: “Sami Kamhi Villa: Photographs”.
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Figure 128 Danyal Tevfik Ciper, Yavuz Cengiz House, basement, upper, and ground floor plans, Ankara, 2001.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 117.
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Figure 128 (Continued)
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Figure 129 Danyal Tevfik Ciper, Unrealized Villa Studies, Ankara, 2001.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 130.
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Figure 129 (Continued)
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Figure 129 (Continued)
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Figure 130 Danyal Tevfik Ciper, Umitkdy Blocks, studies on circular plan, Ankara, 2001.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 166.
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Figure 130 (Continued)
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Figure 130 (Continued)
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Figure 131 Danyal Tevfik Ciper, Umitkoy Blocks, the duplex rectangular plan type 1 upper floor and ground floor,
Ankara, 2001.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 167.
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Figure 131 (Continued)
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Figure 132 Danyal Tevfik Ciper, Umitkdy Blocks, the duplex rectangular plan type 2 ground floor and upper floor,
Ankara, 2001.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 167.
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Figure 132 (Continued)
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Figure 133 Danyal Tevfik Ciper, Umitkdy Blocks, the rectangular plans of basement, ground floor, and typical
apartment plans of the building, Ankara, 2001.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 167.
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Figure 133 (Continued)
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Figure 133 (Continued)

307



Figure 134 Danyal Tevfik Ciper, An Apartment Plan, 2006.

Source: Cengizkan, Tavizsiz Bir Modernist Mimar, 169.
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Figure 135 Cinici Architecture, Mikroloft Yarasa, Istanbul 2012.

Source: Giir, “Evin Topografyasi: Cinici Mimarlik’in Mikroloft Projeleri”, “Mikroloft 1 Yarasa”, Cinici Mimarlik,
accessed July 2, 2020, http://www.cinicimimarlik.com/tr/mikroloft-1-yarasa/.
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Figure 136 Cinici Architecture, Mikroloft Bulut, Istanbul 2013.

Source: Giir, “Evin Topografyasi: Cinici Mimarlik’in Mikroloft Projeleri”, “Mikroloft 1 Bulut”, Cinici Mimarlik,
accessed July 2, 2020, http://www.cinicimimarlik.com/tr/mikroloft-2-bulut-2/.
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Figure 137 Top: HP Computer Ad, 1990: “The only complete solution in computer-aided design from HP.”

Bottom: Cadsoft brand 3D Architectural Design and Drawing Ad, 1998: “Complete solution in architectural design
and drawing”.

Source: Mimarlik, 28, no. 4 (1990): http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=301.
Mimarlik, 36, no. 2 (1998), http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=339.
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Figure 138 Soyak Baglarbasi Housing Plans and a miroGrafik brand graphics card advertisement placed side by
side.

Source: Eryildiz, “Konut Sorunu ve Toplu Konut “Coztimleri”, 33.



Evde Is: 17. ylzyi da evde ipek ipligi imalat:

20. ylzyilda evde bilgisayarla gazete ydnetimi

»

-

Figure 139 Comparison of former and new ways of working-at-home. The illustration above depicts a 17"-century
example of home manufacture of silk thread, while the photograph below shows a 20"-century person running a
newspaper from home via a computer.

Source: Acar and Adam, “Herseyin Zamam ve Yeri : Isyeri Konut Ayirimimin Biitiinliigii”, 22.
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Figure 140 Nevzat Sayin, Prefabricated Model House, Istanbul, 1997.

Source: Yap1 Endiistri Merkezi, Konutlar 2, 38-49.
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Figure 140 (Continued)
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Figure 141 Ahmet igdirligil, KB House, Mugla, 2001.

Source: “KB Evi”.
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, 2005.

Figure 142 Durmus Dilek¢i and Emir Uras, A House in Kemeburgaz, Istanbul

Source: “Kemerburgaz’da Bir Ev”.
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Figure 143 Esin Dorsan, STO House, Istanbul, 2010.

Source: “STO Evi”.

318



AN
O G W G G B R R M R M - - . S S Y Y TS EEg \k

AR e e N N RN 2]/

N T ————— “abins

Figure 144 Mahmut Kefeli, Kerem Ercin, Idil Hamarat, Alper Deger, and Ya;

Istanbul ,2015.

]

, Tiirkmen House

g1z Atakan Gedik

Source: “Tirkmen Evi”.
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Figure 145 Cengiz Sentiirk and Biisra Karatay, YN Altuni¢ Villa, Samsun, 2017.

Source: “YN Altuni¢ Villa”.

Figure 146 Kemal Serkan Tokis, Y Loft, Antalya, 2017.

Source: “Y Loft”.
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Figure 147 Nesli Sarikaya Dagdibi, U. Gedik House, Istanbul, 2017.

Source: “U. Gedik Evi”.

Figure 148 M. Turhan Kayasii, Mert Kayasii, and Elif Koktas, Kas Villa, Antalya, 2013.

Source: “Kas Villa”.
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Figure 149 Ozlem Giiler Atliman and Cihan Atliman, Levent House, Istanbul, 2016-

Source: “Levent Evi”

Figure 150 Belgin Koz, S.A.K. House, Ankara, 2016.

Source: “S.A.K. Evi”.
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Figure 151 Mahmut Kefeli, Kerem Ergin, Alper Deger, and Idil Hamarat, Kemer Country, Istanbul Villa, 2018.

Source: “Kemer Country’de Bir Villa”.

Figure 152 Neslihan Pekcan, Sahbaz House, Istanbul, 2007.

Source: “Sahbaz Evi”.
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Figure 153 Can Demir, D House, Diizce, 2013.

Source: “D Evi”.

Figure 154 Seyhan Ozdemir, Sefer Caglar, Gokhan Uzun, and Kerim Ozkan, NEF 163, Istanbul, 2013.

Source: “NEF 163”.
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Figure 155 Dicle Hokenek, SA House, Istanbul, 2016.

Source: “SA Evi”.

Figure 156 Umit Cigdem, Nest Home, [zmir, 2016.

Source: “Nest Home”.

325



I
T TR 1 -—“
-\ Fab Ay
¢ ' 3 ‘ s

Figure 157 VIA Mimarlik, Alyapark, Istanbul, 2017.

Source: “Alyapark Apartmani”.

Figure 158 Setenay Erkul and Hakan Habif, Bah¢ekdy Villa, Istanbul, 2018.

Source: “Bahgekdy Villa”.
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Figure 159 Osman Misirli, A House in Biiyiikada, Istanbul, 2007.

Source: “Biiyiikada’da Bir Konut Projesi”.
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APPENDICES

A. TURKISH SUMMARY / TURKCE OZET

Evsellik ve evselligin mekansal karsiligi olarak ev, 6zellikle modern dénemde ¢okga
tartigilan ve siirekli degisime ugrayan goriingiilerdir. Evsel alanin olusumuna ve
tanimmna iligkin idealler ve gercekler, ekonomi, teknoloji, kiiltiir, iletisim,
enformasyon, tiikketim, mahremiyet ve kamusallik gibi bir¢cok aktdriin iginde
bulundugu karmasgik iligkiler agiyla bir arada sekillenir, degisime ugrar ve meydan
okumaya tabi tutulur. Evsel alan tiim bu etkenlerin yanki buldugu ve daha da 6nemlisi
gerceklestirilmesine aracilik edildigi bir laboratuvara benzer sekilde islev gortir.
Bunlar arasindan, endiistriyel iiretimin ve kiiltlirlin merkezinde yer alan ve kitle
kiiltiirii ile yakindan baglantili kavramlar olarak ortaya ¢ikan medya ve kitle iletigimi,
ev ve evsel alanda onemli etkilere sahiptir. Bu baglamda, konut, ev, evsellik, evsel
alan ve Ozel alan gibi bir¢ok kavramin ve bu kavramlarin fiziksel karsiliginin
gelisiminin ve somutlagsmasinin giincel bir degerlendirilmesinde medya baglantili ve

medya kaynakli degisim ve dontigiimlerin dikkate alinmas1 gerekmektedir.

19. yiizyilda Bati’da ekonomik, sosyal ve kiiltiirel baglamlarda yasanan degisim ve
doniisiimler, ev ve medya arasindaki karmagsik ama karsilikli ve doniistiiriicii olan
iliskinin ilk doniim noktasi olarak kabul edilir. Bu donemde Sanayi Devrimi’nin
tetikledigi, sanayilesme, kapitalist ekonomi ve tiiketim kiiltiirli gibi pek ¢ok alandaki
gelismeler medyay1 hem iiretim-tiiketim dongiisiiniin bir {iriinii hem de bu dongiiniin
islemesini miimkiin kilan bir ara¢ haline getirmistir. Medyanin 6nemi sanayilesme ile
stirekli artarken, ev ve konut ile olan iligkisi tliketim tizerinden kurulmus; donemin
reklamlar, kitaplar, dergiler, gazeteler ve benzeri yayin araglariyla kendini gosteren
basili medyasi, yeni yeni ortaya cikan endiistriyel kiiltiire uygun tiiketim ve yasam
bicimlerini yayan ve hatta dikte eden bir mecra saglamistir. 19. ylizyilda kurulan

medya ve ev iligkisi, 20. yiizyilda elektronik medyanin evsel alana girmesiyle daha
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dogrudan ve aragsal bir nitelik kazanmistir. Hem 6ziinde tiiketim metalar1 hem de
kamuya yonelik mesajlarin aktaricilari olan radyo ve televizyon, evsel alandaki
materyal ve immateryal tliketime ve aynm1 zamanda kamusal alan ve o6zel alan
arasindaki baglantiya aracilik etmistir. Tiikketim nesneleri olarak radyo ve ozellikle
televizyon, evsel mekanin organizasyonu ve kullaniminda big¢imlendirici bir rol
oynamiglardir. Aktarici olarak ise, elektronik medya araglar1 evsel alana iletisimsel
erisimi kolaylastirarak fiziksel mesafenin ve mekanin sinirlarin1 asmistir. Radyo ve
televizyonu takiben, kitle iletisim araglari ve iletisimde bir baska ¢igir acan degisim,
20. yiizyilin sonlarina dogru kisisel bilgisayarlarin ve mobil medyanin gelismesine yol
acan medya teknolojilerindeki minyatiirlesme ve dijitallesmedir. Kisisel bilgisayarlar
ve mobil medya giindelik hayatin isleyigini yeniden tanimlayarak yerel ve kiiresel,
kamusal ve 6zel, is ve bos zaman arasindaki etkilesimi benzeri goriilmemis bir sekilde
arttirmigtir. Ancak ulus-devlet politikalari, cografya, ekonomi, toplum ve kiiltiir gibi
faktorler ev ve medya iligkisinde temel belirleyiciler olmaya devam etmiglerdir. Bu
yiizden medya teknolojilerinin kiiresel 6l¢ekte etkisi yadsinamaz olsa da medyanin
“evsellesme” siirecleri biiyilk Olgiide baglamsaldir ve vakaya o0zel olarak
gerceklesmistir. Baglamsal ve durumsal etmenler ve sinirlamalar medyanin

evsellesmesinde kilit rol oynar.

Mimarlarin ve tiiketicilerin evsel mekan tasarim, tefrisatt ve kullanimindaki begeni
ve egilimleri tlizerinde de medya etkisi mevcuttur. Gergekten de medyanin
evsellestirilmesi, en basta evin mimari tasariminda, mimarlarin bu olguyu projelerinde
bir tasarim parametresi olarak nasil icsellestirdiklerini gdsteren pek cok veriyle
kendini gosterir. Bu baglamda, mimari temsiller veya mekéan temsilleri medyanin
evsellestirilmesinin  hangi yollarla, bicimlerde, siireglerde ve kapsamlarda

gerceklestigini gostermek i¢in potansiyel kaynaklar olarak kullanilabilir.

‘Evsellestirme’, medya ve teknoloji araciligiyla tanitilan “iirtin’ ve ‘anlamlarin’ evsel
alana kabul edilmesi ve uyarlanmasinda hane halkinin aktif roliinii belirtmek i¢in
1990’larda Roger Silverstone, David Morley, Leslie Haddon ve Eric Hirsch tarafindan
medya calismalar1 alaninda ortaya atilan bir terimdir. Evsellestirme kuramina gore,

haneler yalnizca medyay1 ve medya lirlinlerini benimsemek ya da reddetmekle kalmaz,
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ayni zamanda onlar1 evsel alana dahil etme ve hatta doniistiirme yetenegine de sahiptir.
Teori, medyay1 temel belirleyici olarak algilamaktan ziyade, ev ve medyanin karsilikli
iligkisini vurgular. Mimarlik alaninda ise ev ve medya iliskine farkli tepkiler
dogmustur. Beatriz Colomina'nin “The Media House”, Terence Riley'nin “The Un-
Private House” ve Shundana Yusafin “Broadcasting Buildings” gibi mimarlik tarihi
ve teorisindeki Oncii ¢aligmalar, ev ve medya arasindaki karsilikli iliskiyi ‘medyada
ev’ ve ‘evde medya’ olarak iki yonden tanimlamis ve incelemistir. Yani, karsiliklt
iliski bir yandan 6zel alanin medyada temsili, diger yandan medyanin eve dahil
edilmesi Tlizerine kurulmustur. Bu nedenle ev ve medya iliskisi, Ozellikle
evsellestirilme teorisi lizerinde baglamsal olarak kesfedilecek potansiyel bir temadir.
Bu yiizden tez cergevesinde evsellestirme terimi, medya ve ev iligkisini tanimlayan
stirecleri detaylandirmak ve medyanin toplumsal ve kiiltiirel olarak benimsenmesinin

modern Tiirkiye baglamindaki roliinii vurgulamak i¢in kullanilmistir.

Tiirkiye baglaminda medya ve ev iligkisinin tarihi evsel modernligin tarihinden
bagimsiz olarak incelenemez. Diger baglamlarda oldugu gibi Tiirkiye baglaminda da
evsel modernlik algisindaki degisimler, evsel alandaki ve dolayisiyla evsel alanin
tiikketim ve medya ile olan iliskisindeki degisimlere tarihsel olarak tekabiil etmektedir.
Bu ¢ercevede dort tarihsel doniim noktast hem evsel modernlik hem de ev ve medya
iliskisinin kurulmasinda 6nemli yere sahiptir. Bu dort tarihsel doniim noktasindan ilki
19. yiizyll Osmanli baglaminda gerceklesmistir. Bu donemde sanayilesme ve
modernlesmeye yonelik ilk adim, Avrupa ile paralel ve yakin iliski i¢inde atilmis ve
egitim, ekonomi, siyaset ve sanat gibi bir¢ok alanda bir dizi ilerleme ile
sonuclanmistir. Donemin ilerici ruhu giindelik yasamda, 6zellikle de evsel alanda
degisime ugrayan tiiketici aligkanliklarinda, yasam tarzlarinda ve begenilerinde
kendini gostermistir. Modernlik ile modern ev arasinda ilk iliski Osmanli’nin segkin
ve zengin gruplar1 araciligiyla kurulmustur. Benzer bir baginti, 20. yilizyilin baslarinda
erken cumhuriyet doneminde de ulusal sanayilesme ve modern ilerleme hedefleriyle
uyumlu olarak o6n plana ¢ikmistir. Tiirkiye baglaminda evsel alandaki iiglincii
modernlesme ve degisim dalgasi, yasam tarzinin ve 6zel alanin ‘Amerikanlagsmast’ ile
0zdeslesen savas sonrast donemde meydana gelmistir. 1950'ler ve 1980'ler arasindaki

donem, ev ve hane tiiketiminin Amerikan modeli bir modernlige yonelimine tanik
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olundugu bir donemdir. Ve son olarak 1980 sonrasi, neoliberalizm, kiiresellesme ve
postmodern kiiltiir kesisiminde olgunluga erisen medya ve kitle kiiltiiriiniin eve niifuz
etmesiyle, evsel modernlik ve 6zel alan anlayisinin yeniden yapilandirildigi bir

doénemi tarifler.

Bu tarihsel ¢ercevede, piyano, somine ve Amerikan bar gibi donemsel olarak popiiler
olan bazi ikonik tiiketim nesneleri, Tiirkiye'de degisen evsel modernlesme siireclerini
gosteren mekansal simgeler haline gelmistir. Bu nesneler, Tiirkiye baglaminda
yukarida bahsedilen dort kritik donemin tanimlayict iiretim ve sembolik tiiketim
aliskanliklariyla beraber degisen evsel mekén iiretimi, evsel modernlik algisi ve
deneyiminin tanimlayict mekansal “gdstergeleri” olmalar1 yoniinden diger mobilya ve
tilketim nesnelerinden ayrilmaktadir. Ancak, literatiirde evsel alandaki sembolik
tiketim degerlerini gosteren bu nesneleri tanimlamaya uygun bir terim
bulunmamaktadir. Bu ylizden, tezde mekéansal sembolik tiiketim Ggeleri olarak
belirlenen piyano, somine ve Amerikan bar “ikonik tiikketim gostergeleri” (iconic
consumption markers) olarak adlandirilmistir. Bu nesnelerin baska baglamlardaki
konumu ve adlandirilmast ise tartismaya acik ve bu tezin sinirlarini agan bir konudur.
Benzer sekilde fakat ikonik tiiketim gdstergelerinde farkli olarak, radyo, televizyon ve
kisisel bilgisayar gibi elektronik ev medyalari, yalnizca aktarici olarak degil, ayni
zamanda modernligi ve ilerlemeyi temsil eden sembolik gdsterisei tiiketim nesneleri
olarak iglev gérmiistiir. Piyano, somine ve Amerikan bardan, ev mobilyas1 ve her tiirli
evsel gosterigci tiiketim nesnelerine kadar uzanan salt tiikketim 6gelerinin aksine,
elektronik medya Tiirkiye baglami da dahil olmak {izere ev ve 0zel alan iizerinde
doniistiiriicii bir etkiye sahip olmustur. Bu nedenle tez, dort tarihsel donemden evsel
mimari 6rneklerin bir incelemesini sunarak radyo, televizyon ve kisisel bilgisayarlarin
evsellestirilme siiregleri ve bu siireglerin  ikonik tiiketim gostergeleriyle
kiyaslandiginda mekansal tezahiirlerini ortaya koymayir amacglar. Bu amag
dogrultusunda, 20. ylizyilin basindan giiniimiize modern Tiirkiye baglaminda
medyanin evsellestirilmesinin mimari pratik igerisinde evsel mekanin tasariminda,

temsilinde ve tiretimindeki mekéansal yansimalar1 odak noktas1 olarak alinmistir.
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Elektronik medyanin, evsel alandaki doniistiiriicii etkisine ragmen, modern Tiirkiye'de
mimarlik alaninda yeri tizerine yapilan ¢aligmalar sinirlidir. Bunlar arasinda, Meltem
O. Giirel’in yazdig1 “Designing and Consuming in Modern Turkey” ve Esra Bici
Nasir, Sebnem Timur ve Meltem O. Giirel tarafindan yazilan “Living Rooms
Occupied: Narratives on the Recontextualization of the “Museum-Salon” adli 6ne
cikan iki calisma, medyanin ve 6zellikle televizyonun eve girmesiyle meydana gelen
ev i¢i mekansal pratiklerdeki degisimi ortaya koymaktadir. Bu ¢caligmalar kapsaminda
medyanin ev iizerindeki doniistiiriicli etkisini en somut haliyle ortaya koyan konu ise
batidaki modern ev ve evsel mekan pratiklerinin tarihsel gelisiminden farkli olarak
Tiirkiye’ye 0zgii olarak gerceklesen salon ve i¢ odalar arasindaki keskin ayrim ve bu
ayrimin, 1970’lerde televizyonun ev i¢ine girmesi ve 1980 sonrasi kiiltiirel atmosfer

ile degisen evsel modernlik algisi sonucu ¢oziinmesidir.

19. yiizyilda Osmanli Imparatorlugu’nda baslayan sanayilesme ve modernlesme
hareketi evsel tiiketim ve kiiltiirde birtakim degisim ve yeniliklere yol agmis; basta
Galata, Pera ve Beyoglu olmak iizere Istanbul’da yeni bir konut tiirii olarak ortaya
cikan apartmanlar bu degisim ve yeniliklerin canli 6rnekleri olmustur. Yeni apartman
kiiltiirtinde, bir yandan geleneksel Osmanli tevazuu kiiltiiriiniin aksine mekansal
organizasyon, dekorasyon, mobilya ve nesnelerde gosterisci tiiketime yonelim dikkati
ceker. Ote yandan da Islami mahremiyet anlayisina ve cinsiyet rollerine goére
sekillenmis evin icerisi ve disarisi arasindaki keskin ayrimin ve haremlik/selamlik gibi
mekanlarin yeni apartmanlarin getirdigi mekansal yenilikler ve evsel pratikler ile
birlikte terkedildigi goriiliir. Yeni tiilketime, eglenceye, sosyallesmeye ve statii
gostermeye yonelik aliskanliklar ise — diger islevsel olarak belirlenmeye baslayan 1slak
alan ve mutfak gibi mekanlar haricinde — evin en kamusal yeri olarak ortaya ¢ikan
‘salon’ ilizerinden viicut bulmustur. Salon, 6zel alan ve kamusal alan arasinda bir
arayliz gorevi gorlirken, evin geri kalan kisimlar1 kesin surette 6zel alan olarak
kalmistir. Yeni tiiketim kiiltiirii salonda uygulanip sergilenirken giindelik evsel

aktiviteler i¢ odalarda gizlenmistir.

Ev i¢i 0zel alan/kamusal alan keskin ayrimi 19. yilizyilda Bati’da 6zellikle Viktoryen

donemde ahlak, saglik ve cinsiyet rolleri gibi degerler iizerinden kurulan ev
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ideallerinde de kendini gosterir fakat gergekte olan evsel alan pratiklerinde pek
uygulanmadigi goriiliir. 20. yiizyilin basindan itibaren ise Beatriz Colomina’nin 6ncii
caligsmast “The Split Wall: Domestic Voyeurism” ve benzeri ¢alismalar ile ortaya
konuldugu {izere, Bati’da 6zel alan ve kamusal alan arasindaki ayrim, agik plan, ¢ok-
islevli oturma odas1 ve yine Colomina’nin “x-ray” mimarlig1 olarak bahsettigi cam
cephelerle ortadan kalkmustir. Elektronik ve minyatiir medyanin evlere girmesiyle,
McLuhan, Mumford, Graham, Baudrillard ve Virilio gibi birgok diisiiniiriin de igaret
ettigi gibi, kamusal alan ve 6zel alan arasindaki birbirine gegme durumu asirt bir

boyuta ulagmistir.

Bati'nin aksine, Tiirkiye'de geleneksel olarak ayristirilmis mekan pratikleri etkili
olmaya devam etmistir. 20. yiizyilin baslarinda cumhuriyet donemi seckinlerine ait
modern ev Ornekleri olan 'kiibik ev' ve apartman daire tipolojisi, geleneksel
mahremiyet anlayisinin yani sira iglev, rasyonellik ve saglik kavramlarini takip
etmigtir. 20. ylizyilda Bati'daki x-ray mimarisinin baskinligindan farkli olarak, biiyiik
cam pencereli modern evler, Tirkiye baglaminda avlu duvarlari ve perdelerle
disaridan ayrilmistir. Evlerin icindeki kamusal ve 6zel alanlar, salon ve i¢ odalar olarak
ayrilmaya devam etmistir. Bati’da 19. ylizyildan sonra modasi ge¢ip yerini ¢ok-islevli
oturma odasina birakan salon, 20. yiizyilda Tiirkiye baglaminda sadece misafir
agirlamak ve ailenin modernligini, sosyal statiisiinii ve gosterisgi tiiketimini
sergilemek icin kullanilmistir. “Miize-salon” ya da “evsel miizelestirme” olarak
adlandirilan bu uygulama, 1940 ve 1950'lerde zenginlerin oturdugu apartmanlarda,
1960'larda ise alt-orta ve orta smf apartmanlarinda devam etmistir. 1970'lerde
televizyonun ortaya ¢ikisina ve 1980'lerde kitle iletisim araglarinin ve kitle kiiltiiriiniin
yiikseligsine kadar, evsel alanda kamusal ve 6zel, salon ve i¢ odalar, modern ve

geleneksel arasindaki ikilik biiylik 6l¢iide degismeden devam etmistir.

Tiirkiye’de 1970'lerde televizyonun eve girmesi, tele-misafir ya da telesafir olarak
adlandirilan pratigin ortaya cikmasiyla birlikte, miize benzeri salonlarin resmi
atmosferini ortadan kaldirmig ve salonlar1 adeta kiigilk mahalle sinemalarina
doniistiiriip evsel alandaki degisimleri tetiklemistir. Televizyon, bos zaman, eglence

ve sosyallesme ile ilgili kamusal ve 6zel etkinliklerini evin i¢inde bir araya getirmistir.
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Bagka bir deyisle, kamusal alana atfedilen etkinlikler, televizyonla birlikte hem
telesafir kiiltlirlinlin  getirdigi resmiyetsiz sosyallesme ortami hem de ses ve
goriintiiniin evsel alana dogrudan aktarilmasiyla dzel alan igerisine girmistir. Ote
yandan, daha once diger odalarda gergeklesen ev i¢i bos zaman etkinlikleri,
televizyonun salona yerlestirilmesiyle evin en kamusal alaninda sergilenerek giin
yiiziine ¢ikmistir. Bunun sonucunda salon, 1970'lerde Tiirkiye'de Bat1 tarzi ¢ok-islevli

oturma odasinin &zelliklerini almaya baglamstir.

1970’1i yillarda televizyonun eve girmesiyle tetiklenen evsel mekan pratiklerindeki
degisim, 1980’li yillara gelindiginde Tiirkiye’de tiiketim, medya ve kitle kiiltiiriiniin
yiikselise gegmesiyle farkli bir boyut kazanmistir. 1980°1i yillarda, neoliberal ekonomi
politikalar1, siyasi baskinin getirdigi depolitizasyon, kitle iletisimi ve medyadaki
gelismeler gibi pek ¢ok faktor kiiltiir ve tiiketimde radikal bir doniisiime yol agmustir.
Yeni yeni olgunlasan kitle toplumu i¢inde ortaya ¢ikan kiiltiirel 6zgiirliik ve cesitlilik
dalgasi, depolitizasyondan dolay: tiiketici tercihleri ve yasam tarzlari iizerinden
kurulan yeni kimlik yapilar1 aracilifiyla disa vurulmaya baslamistir. Medya
araclarindaki artan nicelik ve ¢esitlilik, popiiler begeniye ve kitle izleyicisine yonelik
heterojen ve cogul medya igeriklerinin yeniden iiretilmesi ve dolagimi ile
sonuclanmistir. Yani nitelikten ¢ok kitlesel tiiketime yonelik bir nicelikten soz
edilebilir. Bu nedenle, “akiskan modernlik”, “postmodernlik”, “postmodern durum”
ve “liciincii dereceden simiilasyon™ gibi isimler altinda kuramlastirilan ve bilginin ve
bilgi teknolojilerinin minyatiirlesmesi ve metalagsmasi gibi 6zelliklerle tanimlanan
donemin postmodern egilimleri, 1980 sonras1 Bati’da oldugu gibi Tiirkiye baglaminda
da bilginin asir1 tiretimi, sembolik mallarin dolagimi, medya ve tiiketimin yayginligi
gibi semptomlarla kendini gostermeye baglamistir. Bu postmodern egilimler sanat,
mimarlik ve giindelik yasam alanlarinda gorsellestirme, metalastirma ve modern ve
geleneksel, yiiksek sanat ve popiiler kiiltiir, kiiresel ve yerel, ¢agdas ve tarihsel gibi
ikililikleri uzlastirma olarak ortaya ¢ikmistir. Ekonomi, kiiltiir ve tiiketimdeki degisim,
evsel mekanin insasi, kullanimi ve deneyiminin yanmi sira kamusal ve 6zel alan
arasindaki iligkiyi derinden etkilemistir. Bati’ya benzer bir sekilde, kitle kiiltiirii radyo
ve televizyon basta olmak lizere elektronik medya araciligiyla eve niifuz etmis; ev,

global ve yerel kiiltiir irlinlerinin dolagiminin ve tiikketiminin saglandig iletisim ag1
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icerisinde bir diiglim noktasina donlismiistiir. Boylece, bir yandan evsel tiiketime
immateryal bir boyut eklenmistir. Ote yandan, artik her yerde var olan kitle iletisiminin
mekanin sinirlarini asarak kamusal ve 6zel alan arasindaki ayrimi ortadan kaldirdig:
bu baglam icerisinde, 1980 6ncesi donemde modern olmay1 simgeleyen ev i¢gi kamusal
ve 0zel alan ayrimi, 1980 sonrast donemde Tiirkiye’de evsel alanin geleneksel yaninm
temsil eder hale gelmistir. Evsel modernlik anlayisindaki bu degisimin bir sonucu
olarak, 1980’lerden sonra geleneksel olarak algilanmaya baslayan ve i¢ odalardan

izole edilmis olarak kullanilan ‘salon’ yerini ¢ok-islevli oturma odasina birakmustir.

19. yiizyildan 1980°1i yillara kadar olan evsel mekan pratiklerindeki bu stireklilik ve
1980 sonras1 doniisiim, yine evsel alana mekansal ve maddi tiikketimin kabul edilmesi,
dahil edilmesi ve yeniden tanimlanmasi konularinda da bir siireklilik ve doniisiim ile
kendini gosterir. Ornegin, ikonik tiiketim gostergelerinin evsellestirilmesi ile
elektronik medyanin evsellestirilmesi arasindaki stireklilik, 20. yiizyildan itibaren
mimari tasarim ve temsillerin incelenmesi ile gézlemlenebilmektedir. 19. yiizyilda
sadece Osmanli seckinlerinin yararlandig1 Avrupa yasam tarzinin ilk ikonik tiiketim
gostergesi ve sembolii olarak 6zel alana giren piyano, donemin yeni ortaya ¢ikan yazili
basminda genis¢e yer bulmustur. Donemin Ceride-i Havadis gazetesi ve Servet-i
Fiinun romanlar1 gibi 6rneklerle viicut bulan basili medyasi, salon veya salon-yemek
odas1 diizeni igerisinde piyanonun kullanimini ve teshirini tasvir etmis olsa da
piyanonun mekansal degeri 20. yiizyilin baglarina kadar mimari pratige yansimamaistir.
20. ylizyilin baslarinda erken cumhuriyet doneminde somine, piyanonun yani sira
modernlesmenin ve yiiksek sosyal statlinlin bir bagka ikonik tiiketim gdstergesi haline
gelmistir. Radyo, 20. ylizyilin baslarinda bir aktarict ve gosterisci tiiketim metasi
olarak 6zel alana da girmis olsa da piyano ve sdminenin aksine, yiizyilin ortalarina
kadar mimari tasarim ve temsilde kullanilmamistir. Piyano ve sOmine, erken
cumhuriyet seckinlerinin yasadigi miistakil evlerde, villalarda ve apartmanlarda
modern ve kiibik ev tasarimlarina dahil edilmistir. Batt modernizmini 6rnek alarak
modellenen bu modern evlerde, piyano ve sdmine, makine estetigi, rasyonellik ve
islevsellik gibi modernist ilkelerle olan baglar1 tartigmali olsa da islevsel olmaktan
ziyade sosyal olarak ayirt edici unsurlar olarak salonlara eklenmistir. 1940'larda

Boyacikdy'de Bir Villa ve Basaran Apartmani 6rneklerinde oldugu gibi, salon ve
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yemek hacmine bitisik olarak piyano veya somine veya her ikisini birden yerlestirmek
icin ti¢lincili bir mekan iiretilmistir. Genis bir alan gerektiren biiyiik boyutlu bir nesne
olarak piyano, Makbule Atadan Evi'nde oldugu gibi salon/miizik odasinin, yani en
kamusal alan olan misafir kabul alaninin tanimlayicisi olarak kullanilmistir. Piyanodan
daha az yer kaplayan somine, Birgiler Apartmani'nda gdsterildigi gibi ayr1 bir somine
kosesi tanimlamak yerine salon-yemek diizeninin ana oturma grubunun gorsel merkezi
olarak konumlandirilabilir. 20. yiizyilin baslarinda piyano ve somineyi salon-yemek
konfigilirasyonuna entegre etme yolu, yilizyilin ortalarinda da benzer bir sekilde devam

etmistir.

Yiizyilin ortalarinda, piyano ve somine apartmanlarin, villalarin, miistakil evlerin ve
konut kooperatiflerinin mimari tasariminda daha belirgin bir sekilde ortaya ¢ikmuistir.
Bu donemde Amerikan bari, savas sonrast Amerikanlasmanin bir sonucu olarak iist
sinif apartmanlarda, villalarda ve miistakil evlerde bir bagka ikonik tiiketim gostergesi
olarak ortaya cikmistir. 1950'li yillardaki Israilevleri ve Ubeyde Elli Apartmani
orneklerinde oldugu gibi piyano, bir 6nceki doneme benzer sekilde salon-yemek
ikilisine ek olarak diigiiniilmiis ancak konumlandirilmasi acgisindan gorsel bir odak
noktast olmaktan uzak bir sekilde kullanilmistir. Somine i¢in erken cumhuriyet
doneminde oldugu gibi 1950'lerde Bebek'te Bir Villa ve Mehmet Aker Evi gibi
vakalarda bir somine kdsesi olusturulmus ya da Basin Sitesi 1'deki gibi ana oturma
grubunun gorsel odagina yerlestirilmistir. Bazi durumlarda 1960'lardan itibaren,
sOmine mimari tasarimda belirleyici bir faktor olarak salona entegre edilmistir. Basin
Sitesi 1 ve Celebiler Apartmani'nda sémine i¢ mekani ikiye bolen bir mimari eleman
olarak diisiiniilmiistiir. Ayrica Uzunoglu Evi ve Cankaya Is Bankasi Ikramiye
Evleri'nde cepheden ¢ikma yapmustir. Misafir kabul ve yasam alaninda siklikla yer
alan piyano ve sOminenin aksine, Cinnah 19 Apartmani, Arif Saltuk Evi ve
Bogazici'nde Bir Villa projelerinde Amerikan bar mutfak ve yemek alani ile baglantili
veya yakinina yerlestirilmistir. Bu nedenle, yasam ve yemek arasinda bir gegis alani
tanimladig1 sdylenebilir. ikonik tiiketim gostergelerine ek olarak, yiizyilm ortalarinda
radyonun gorsel ve mekansal nitelikleri 6n plana ¢ikmistir. Danyal Tevfik Ciper'in
gerceklesen ve gerceklesmeyen bazi ev projelerinin kamusal alanlarinda radyonun

mekansallig1 kendini gostermistir. Ger¢eklesmemis olan villa, apartman ve Erdem
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Yuva Binast projeleri, radyonun isitsel bir ortam olarak gorsel yonlendirmede
belirleyici olmayan kullanimlarin1 sergilemektedir. Buna karsilik, insa edilmis
Ozkanlar Evi ve Pozcu Apartmani, sdmineye benzer sekilde gdze carpan ve gorsel
olarak belirleyici bir unsur olarak radyonun mekansal kullanimini sergileyen iki
ornektir. Ozellikle Ozkanlar Evi'nin farkli kat diizenlerinde radyo ve sdminenin
birbirinin yerine kullanildig1 gdzlemlenebilir. Ciper'in villa projesinde salon ile oturma
odas1 arasinda bir ara yasam bi¢imini ifade eden 'oturma salonu' tabiri ve apartman
projesinde salon yerine ‘oturma odasi’ kullanimi, salondan ¢ok fonksiyonlu oturma
odasina doniisen bir egilimi ifade etse de radyonun bu konuda bir etkisinin olup
olmadig1 konusunda kesin bir sonuca varilamaz. 1970'lerde televizyonun getirdigi
tele-misafir kiiltiiriiyle baglayan yasam alaninin salondan oturma odasina doniisiimii,
1980'ler ve 1990'larda mimari iiretime yansimaya baslamistir. 1980 sonrasinin
ekonomik ve kiiltiirel iklimi ile paralel olarak, televizyon ve kisisel bilgisayar, ev i¢i

mekanin tiretiminde, kullaniminda ve deneyiminde daha belirleyici bir rol oynamuistir.

Piyano, somine, Amerikan bar ve radyoya benzer sekilde, televizyon, Kiralik Konut
Ulusal Mimari Proje Yarigmasi planlarinda oldugu gibi mekansal sinirlamalarin
oldugu durumlarda oturma-yemek alani diizeninde oturma grubunun odak noktasi
olarak; Zeytinoglu Evi, Teoman Baygan Evi, Esin Onder Evi ve Alacaatl Evi gibi
genis alanin bulundugu 6rneklerde ise yasam alani ve yemek salonu ikilisine tiglincii
bir ek mekan1 tanimlayici olarak tahsis edilmistir. Zeytinoglu Evi ve Teoman Baygan
Evi'nde televizyon odasi, oturma ve yemek boliimleriyle paylasilan ayni hacmin
devami olmasina ragmen ayr1 bir oda olarak tanimlanmaktadir. Esin Onder Evi, Kare
Ev, Hasol Evi gibi pek ¢ok ornekte televizyon ve sdminenin yan yana kullanilmasi,
televizyon icin kullanilan elektronik ocak metaforunu pekistirmektedir. Ote yandan
televizyona ve televizyonun tamimladigi mekéna, Alacaatlh Evi'nde somine ve
Amerikan bar; Incek Evi'nde radyo ve sdmine; Seving Atamer Evi'nde ise
oturma/yemek cekirdegine bagli ayr1 koseler tanimlayan somine, Amerikan bar ve
radyo eslik etmektedir. Bu kombinasyonlar, yasam alanlarinda géze ¢arpan nesneler
ve mekan tanimlayicilart olarak ikonik tiiketim gostergeleri ile elektronik medyanin
evsellestirilmesi arasindaki benzesme ve siireklilik arglimanini desteklemektedir.

Ancak televizyon, ikonik tiiketim gostergelerinin ve radyonun 6nceki donemlerde
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ulagsamadigi bir sekilde ev i¢i mekanda doniistiiriicli bir etkiye sahip olmustur. Bu
etkinin 1990'larin ikinci yarisinda iyice belirginlestigi sdylenebilir. Thsan Tir1 Evi,
Golbas1 Incek Evleri, Yavuz Cengiz Evi ve Umitkoy Bloklari, kamu ile 6zel, salon ile
oturma odasi arasindaki gerilimi somutlastiran drneklerdir. 2000'li yillardaki mimari
vakalarda, salon uygulamasinin terk edilmesi ve televizyonu evsel alanin merkezine
yerlestirildigi yeni agik ve esnek plan tiplerinin gelistirilmesiyle bahsedilen gerilimin

¢oziildiigl goriiliir.

1970'lerde baslayan ve 1980'lerden itibaren mimarlikta kendini gosteren televizyonun
evsel mekan kullanim1 ve deneyimi lizerindeki doniistiiriicii etkisine, 1980'lerden
itibaren bilgisayarlarin mimariye ve dolayisiyla ev iiretimine getirdigi yenilik eslik
etmigtir. 1980'lerde Tiirkiye baglamina giren ve 1990'larda yaygin mimarlik pratigine
entegre olan tasarim ve ¢izim programlari, mimarlik pratiginin dogasini degistirmistir.
Bu acgidan kisisel bilgisayarin televizyondan farkli olarak evsel alan iizerinde
yukaridan asagiya bir etkiye sahip oldugu sdylenebilir. Ote yandan, 1980'lerden
itibaren mimarlikta, kisisel bilgisayarlarin 6zel alandaki roliine iliskin potansiyelleri
ve algilar1 sorgulayan teorik tartigsmalar ortaya ¢ikmistir. Bilgisayarin hem is hem de
bos zaman fonksiyonlarini icermesine ragmen, bilgisayar ile is ortaminin ev ortamina
niifuz etmesi bu tartigmalarin ana temasini olusturur. Bilgisayarin evde c¢aligma ile
iligkisi, 1990'larin sonundan baslayarak mimari tasarim ve temsile yansimistir ve bu
durumun 6rnekleri 2000'ler ve 2010'lar boyunca ¢ogalmistir. Nevzat Sayin'in prefabrik
model evi, kisisel bilgisayarin evsel mimaride ilk mekéansal yankilarmin ender bir
ornegidir. Bu Ornekte bilgisayar, oturma ve yemek konfigiirasyonuna iiclincii kose
olarak eklemlenen ¢alisma kdosesine yerlestirilmistir. Bilgisayarin ana ¢alisma
ortamindan ayr1 olarak biraz yiikseltilmis bir masa tlizerindeki konumu ve oturma
odasinin diger iki boliimiine dogru yonelimi, islevini vurgulamak yerine gosteris¢i
tilketim nesnesi olarak one ¢ikarildigina bir dair ipuglar1 vermektedir. Bu durumda
bilgisayarin, ikonik tiiketim gostergelerine ve diger elektronik ortamlara benzer
sekilde evsellestirildigi sOylenebilir. Bununla birlikte, 2000'li ve 2010'lu yillardaki
vakalar, bilgisayarin gosterisci tiilketim nesnesi olarak kullanimi yerine islevini
vurgulamistir. KB Evi, Kemerburgaz'da Bir Ev ve YN Altuni¢ Villa gibi birgok

ornekte bilgisayar oturma odasinda bir gegis alani olarak olusturulan g¢alisma
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kosesinde calisma masasimin lstliinde yerlestirilmistir. Y Loft ve Tiirkmen Evi
orneklerinde yasam ve yemek alanlarinin yaninda ¢aligma alani igin {igiincii bir kose
belirlenmistir. Kag Villasi, Levent Evi, S.A.K Evi gibi projelerde bilgisayar ile
donatilmig calisma alani1 yar1 6zel alan olarak ayrilmaktadir. D Evi, NEF 163,
Biiyiikada'da Bir Ev gibi bilgisayarin yatak odalarinda yer aldigi veya minyatiir ve
mobil medya olarak vurgulandigi durumlar da mevcuttur. Ancak her durumda
bilgisayar tek basina mekanin iglevini yaratan veya karakterize eden belirleyici bir

faktor olarak kabul edilemez.

Bu baglamda, gosterisci tiiketim, bos zaman ve eglence gibi aktiviteler ilk olarak 19.
ylizyilda bir mekansal yenilik olarak ortaya ¢ikan salon ile 6zel alana tanitilmis; 20.
yiizyilin basindan 1960’lara kadar piyano, somine ve Amerikan bar gibi mekansal
yeniliklerle 6zel alan igerisinde gelisme imkani bulmus ve 1970’lerden baglayarak
elektronik kitle iletisim araglari, 6zellikle televizyonun yayginlagmasi ile kamusal alan
ve evsel alan ayrimini ortadan kaldirip asirilagsmistir. Tiiketim ve modernlesmenin
mekansal tezahiirleri, 6zellikle 20. yiizy1lin son birka¢ on yilinda, elektronik medyanin
ozel alani iggal etmesi ile giderek artan bir sekilde makine odakli tezahiirlerle yer
degistirmistir; baska bir deyisle, elektronik medya bir tiiketim araci ve kitle kiiltiiriiniin
simgesi olarak evsellestirilmistir. Bu anlamda, 19. yiizyilin sonlarindan modern
doneme kadar Tiirkiye baglaminda 06zel alanda tiiketim medyalarinin
mekansallagtirilmasinin benzer bir yaklasimla gerceklestigi; yani piyano, somine ve
Amerikan barin, radyo televizyon ve kisisel bilgisayarla benzer bir sekilde evsel alana
kabul edilip uyarlandig1 soylenebilir. Mekansalliklarindaki ve yerlesimlerindeki
benzerlikler ile baz1 orneklerde birbirleri yerine kullanimlart ve ¢oklu
kombinasyonlari, ikonik tiiketim gostergeleri ile elektronik medya arasindaki
benzesme ve siireklilik argiimanini desteklemektedir. Hem ikonik tiiketim gostergeleri
hem de elektronik medya, evin en kamusal alan1 olan oturma ve yemek alanina
eklemlenerek evsellestirilmistir. Ikonik tiiketim gostergelerinden farkli olarak,
elektronik medya, kamusal alanlardan 6zel alanlara dogru kabul edilme egilimindedir.
Ikonik tiiketim gostergeleri sembolik gosterisci tiiketimin simgeleri olarak evin en
kamusal boliimii olan yasam alanindaki yerlerini korurken, elektronik medya hem

yasam alanina hem de giinliik 6zel aktivitelere entegre edilmistir. Kamusal mesajlarin
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aktaricisi olarak ¢ok yonliiliigii ve sadece sembolik gosterisci tilketim nesnesi olmanin
Otesine gecen c¢ift kodlu ozelligi ile elektronik medya 6zel alanda onemli bir yer
edinmistir. Radyo, televizyon ve bilgisayar, modernlik, sosyal statii ve tiiketici
aligkanliklarinin  bir gostergesinden fazlasini sunarak; dis diinyayla direkt bir
baglantry1 miimkiin kilmig ve hem maddi hem de kiiltiirel iiriinlerin tiiketimine aracilik
etmigtir. Kisisel bilgisayar Orneginde ise, ¢aligma ortami ve iiretim evsel alana
girmistir. Bu gibi 6zelliklerle elektronik medya evde ve giindelik yagamda hayati bir
oneme sahip olmustur. Dolayisiyla medyanin, ozellikle televizyonun ve kisisel
bilgisayarin doniistiiriicii etkisinin 1980'den sonra mekansal pratikte ve mekan

temsillerinde kendini gdstermesi kaginilmaz bir hale gelmistir.
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