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1. Bruno Taut’'s work abroad. The approach to Turkis  h architectural culture,
in reference to his German training, starting with his writings

When Bruno Taut had to leave Berlin and live far away frormtaay, unlike his eminent
colleagues his choice always fell on countries to the Eaghieotonsolidated European
western culture: in 1933 it was Russia, from 1933 to 1936, Japannaiig from 1936 to
1938, Turkey. The travel destinations had never been chosen by clmapa#d: due to fate,
in part they were searched for pursuing those aims that irAlffiee Architekturand
Fr hlicht years (1919-1922) had been inward aims, searching for purity and
experimentation. Since the first years of the 20’, the ard¢hit@d confidence in Russia as
homeland of the "new dwelling"; his faith in a country consideregbsitory of the
authentic popular culture made him say: «Compared with the slifegplbhat we the gray
Europeans look at with a compassion smile — Yes yes, it's Atsabarbarism — the
coldness of our mockery smile perhaps will leave the place dobtlghtness of an
affectionate understanding and perhaps even to the regret foultiuigalcdimension that we
have lost, to the sadness for the malformation of the emofiémalf the European, that in
its insane run after comfort and a regulated way of life dieyed too much from the
original condition»: This essay is meant to analyze the work carried out by Tautrkey,
his adopted land where the architect mainly had a way to erperihose concepts of
architecture applicable to the collective spaces, which waprédgominant thought since
the years in Berlin, as spaces for culture and schools. Antloegmost important
prerogatives we find in Bruno Taut’'s work, the pedagogical purposeaepps having
priority not only in the building projects, but also in the divulgation edfesal texts of
architecture, besides of course the didactic practice enqtiality of professor to the
University of Berlin and to the one of Istanbul.

The role of primary importance that Taut attributed to the buildasggyned to the training
of the individual and as a rule to culture, is declared indbal iof the city that the architect
supported, which had the sublime statement irStlagltkrone and where he considered the



main buildings, assigned to art and culture, placed in the centne afban city system. In
order to exemplify his aims, Taut publishes numerous examplegssbérn architectures,
commenting on the simplicity and on the functionality as new vatu@ssume in modern
architectural planning: «Neither the eastern house nor the Japameknow the division
between living room and bedroom (...) These spaces were coveredvdulted ceilings
rigorously architectonic and constructive, but fitted out with eéhdineness, than in any
case they represent something different from the so-caltedféstable’ spaces. (...) Still
today in the Ottoman houses of the Balkans we can find a difiusedf big built-in
cupboardss$.The statement make us realize that Taut is searchingamideel of a house
that assumes reproducible connotations; in the “oriental” he laokfid base proposition
that justifies essentiality and functionalism. Also in 1935-8&xile in Japan, he will write
pages on Japanese culture of hebitation which emphasizes those somaept 1938, in
the architecture compendiumMimari Bilgisi he will call "Proportion” which, according to
him, is composed of balance between beauty, which is simplaityaut: he calls these
"Legible" and “Function”. The pavilion of the Ministry of Culturealized by Taut for the
International Fair of 1zmir in 1938, with the collaboration of Gtimm and F. Hillinger,
gives evidence of this poetics.

Figure 1. B. Taut,The pavilion of the Ministry of Culture for the Brnational Fair, Izmir, 1938

The project is the only one in Turkey evidently connected to tlnte@ctural conceptions of
expressionism, developed by the architect during the years 1910-2Muiltling, based
upon pure geometries, is perfectly symmetrical in plan asomnt felevation, and shows
"terraced bodies" that culminate in the central space,hniithe most raised, and where
the entrance to the pavilion is opened. Using glass as syhbiwicerity, transparency and
cleanness, Taut places immense glasses on the entireesunfaihe building which, by a
dialogue with the great water mirror in front of the main tadfgred, above all during night
time with the lights on, a perfect paradigm of the relatignéght-glass, symbol of purity
and transparency. As the Glass Pavilion in Koln of 1914, this onesladses a high base,
symbol of "material”, of the tie with the earth, over whitaring glasses hover, being the
symbol of the "spiritual”, of the dash of the individual holding bakantic connotations.
Also in the Izmir pavilion the impulse towards the height, \tedicality, the "pyramid in
expansion” refer to concepts of expressionism, fundamentals adegbkgy that was the
basis of Taut's architectonical work, according to the ideaeftchitect who always tried
to put into effect the realization of spaces where the simglividual could live a more
elevated dimension. «In the ‘houses of the heaven’, in the tsaed of the ardent people’
and in the ‘large churches’ that he proposed, in the absorbed quietrieshalls crossed
by beams of light, man carries his feelings to the harmonyhendreatness of the universe
(...). As place of meditation, as emptiness that (accorttinthe words of the mystics)



produces fullness, it crowns the city, it constitutes the craivthe Crown of the citylf the
birth of the new man will never be able to succeed happily,will happen in this sacred
place»® With the culture pavilion in Izmir Taut once again makes neshithat principle
which refers to the idea of architecture as means of renewestiousness and social
elevation that, as subtle and incorruptiblerouge, has gone through all the stages of his
intense work.

2. Reconciliation of two different architectural an d aesthetics cultures (East
and West) in Taut’s projects realized in Turkey: the Letters and Geography
Faculty in Ankara and other buildings for education and culture, his own
house by the Bosphorus in Istanbul

A month after his arrival in Turkey, in his capacity as headhitect of the Government
Construction Office of the Education Ministry, Taut received iest fassignment the
planning of the building for the university in Ankara, the first ursitg centre in the
capital, representative of the new Turkish culture. Taut workedisrptan with passion
and enthusiasm, as it turns out from a letter written to Isabein@ Uriend and colleague in
Japan: «lI have begun to build a great building for the Ankara WitiyeAs centre of
Letters and Geography Faculty, it will become a focal ptdaae modern Turkish culture.
For this reason, they have placed excellent stone and top quatiyials at my disposal for
the building. But what makes me really happy is that | enjoyptete artistic freedom.
The building, still prevailing upon the city scale by its dimensiqmesents peculiarities
that make the monumental impact lighter, which is an outcomelyraf the architectonic
concepts that can be observed in the German plans, but mediated ioyluéece of
Japanese culture and by the tribute to the Ottoman building tradfitistast one especially
in the details. The long main body is closed on both sides by two lolmdss on head,
contrivance used for several Siedlungen in Berlin, whereas thianeatis placed to
approximately 2/3 of the entire facade. The proportion that afises the strong
asymmetry of the structure, legible above all over the fadad&. Junghanns, is due to a
“revised old Byzantine shape”; on this subject it's interediinguote the witness of one of
Taut’s students, who asserts that «when Taut prepared the plae fBebgraphy Faculty, |
was working in his office. He wanted to draw his inspiration framkigh architecture and
to understand its roots related to his research about the goldemnsddte facade was
prepared in tune with this intent. | guess among foreign arthileut was the one who
obtained more success and the only one having the best interitions
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Figure 2. Bruno Taut Letters and Geography Faculty, Ankara, 1937; niatade (drawing by
the author)

Taut doesn’t use Geometry as a mere layout of the drawingdawgdo combinations of
recognizable geometric shapes, but as implied and invisible gsontteat settles the
patterns’ disposition and fixes the proportions among the parts. Byettmnstructed
graphical restitution, effectively the golden ratio turns outarrespondence of the main



stairway of access, evidence of the fact that the acthatdrusted himself to a classic canon
in order to obtain a proportional perception of the long west é&adéslimpending mass is
firstly broken off by the southern double height body in head, thatargirresponds to the
conference hall, but especially by the episode-entrance, which i@ekdé entrance to a
"Shintoist temple". Over the stairway-stylobate a colummigen; it supports the wide
roofing with its profile " as Samurai sabre" covered of coppeeglatharacteristic pattern
of the mosques domes, whereas the edges of the two bodies definelidded space, that
is the lobby, bend following a sweet beam of curving, emphasizitigs way the hall.

Figure 3. Bruno Taut Letters and Geography Faculty, Ankara, 1937; gdofloor: checking of
the golden section (drawing of the author)

In Berlin Taut had often used the contrivance of the curved watinespondence with the
corner; for instance in 1927 in the palace of the Deutscheantesrband. The rounded
corner, main theme of several expressionist architectsisésl here with a different
meaning: it isn’t the building head, and has been doubled in araifine a space which
still doesn’t lead to the main hall, but to an entrancé w&veral features. First of all it's a
crossing connecting space between the main front and the eashafecan be reached by
a double stairway, opening on a small park. Its functionaligtdsserts itself as a main
point approaching various rooms: the hall, the offices, the archivedgront desk. But the
functionalist value is a pretext in order to assert a spaceptian that is surely learned by
Taut from the lesson of Sinan, who built the great Ottoman mosdu@sg the XVI
century: they don’t have a main entrance to reach the grand pralyandh&lom the outside
they appear nearly like impregnable fortresses, and only takingrenstahidden passage,
it's possible to enter into the magnificence of the enormous dorpades, whose
complexity can be perceived only through movement; a perceptibimplées the presence
of man as completion of the architectural space. This agrilsearched by many masters of
Modern Movement, is celebrated by Taut in the shade of the Qittnadition, when he
refuses to give an immediate and total perception, denying tketeti show of the
architectural organism that reveals itself only in movemehe unification dimension of
the western perspectival look is opposed to the plurality of the pdintew, characteristic
of Ottoman figurative and settled culture, that implies averein motion, free to discover
the space through time. Avoiding the directed entrance in #ig hall, Taut searches a
sense of astonishment, so that by a side door to the entrahkcerhdbr, which is a glass
door with two pillars on both sides entirely covered of thin and eierefined turquoise



majolica, one approaches an unexpected disarming space, an abaswaipte of civil
society. As the mosque was anciently the place in which alidtieties of the traditional
Muslim society were carried out, the big hall of the Facaftyetters is the crucial point
that stigmatizes the function of collective building fit for @ning the highest activities of
men. Talking about the mosque, in the cha@@enstructionof the book written in Turkey
Taut asserts: «The Turkish mosque is a masterpiece of thef aonstructing. The
tranquillity that the mosque offers to our soul is not the efféthe religious spirituality,
but of the artistic spirit that appeals to our sense of propoftidine building’s evident
German characters are recognizable in the functionalityhef structure: the rational
distribution of spaces; the staircases, with the accutatty ©f the handrails and the
banisters; the stairs spaces immediately identifiable one#tst front, because of the
projecting or connecting of the two offset building volumes, by theicgshent to solve
corner solutions, or by the different treatment of the glasscasgf@s it always happens in
the Taut Siedlungen). Moreover the staircases, differentfateshorphology but with the
partiality to end as a cascade, follows a pattern leaoye@laut in the first years of his
work; the wooden ceiling refers to his early work as well. Thmbolism of light,
strengthened by the wide glasses of the hall that put aticelthe inside in a directed
dialogue with the outside, was joined in the original Taut conceptiometeyimbolism of
water thanks to a fountain, unfortunately unrealized, placeddeinsd evoke that
fundamental component of which no one mosque is unprovided with: watembsl| gyf
renewal; water and light as exercise of the senses tmadform the space in infinite
combinations of movement. The spiral staircases that wrap up cnortred wall, lead with
discretion to the conference gallery giving the obsermehea getting off point, a perception
of the space absolutely unexpected. The handrail of the Saimease, that ends in a spiral,
is once again a symbolic citation and a homage to oriental thohghsptral was already
important in the Hittite culture; it symbolizes the flow of ttime, endless line which
incessantly links the two extremities of becoming, contrastinghé finalist vision of
Western civilization; it is the symbol of the city ohkara.

But the architectonic metaphor of Taut doesn’t stop here: he sumelys the importance of
the number seven for eastern cultltherefore the pillars of the hall are seven, covered of
pure white stone, contained in the space covered by the wooderwy.c&€diut had already
interpreted the symbology of this number many years before, in 194ignuig theHouse

of the skyin his bookDie Stadtkrongas symbol of the collective building in which, as
Portoghesi emphasizes: «The oriental constituent expressésals in the importance
given to number seven; in tiouse of the skthe shape, generated from a polar symmetry
of seven sides, gives place to a polygon that has never entehedhistory of architecture
(...). The polygon with seven sides has been nearly alwéysec® if not in some literary
variations>¥ The resumption of characters of the local constructive toadis viewable
also in the treatment of the external surfaces wherentia fagade is covered with the
typical brown-pink Ankara stone. Used in various dimensions, it gu&cke slackens the
rhythm of the front. Also the curved entrance walls are caverth mild ochre stone; Taut
emphasizes the shape covering them of smooth stone with quége different cuts that,
fitting like a puzzle, generates a very refined weft.drrespondence of the northern body,
that rises on the natural earth bank, the stone is spaced outlblirtas, as on the walls of
the conference hall, a recurrent pattern in the Ottoman buitdoitnique. Here the theme
of the glasses subdivided in a stone reticulum is used as diafifetaveen inside and



outside while upstairs, proposed in wood, it divides the professongesffrom the
classrooms, recalling also the memory of the Ottoman screg¢ralthays defines a more
secluded place. The same refined pattern is used inside tferecme hall, on the wood
protection screen of the radiators. The extreme care dfidt®ls is revealed also in the
plasticity of the pillars that have rounded edges, and in their cbanewvith the ceiling, in
the elegant design of the lamps, in the small foyer in frbthieoconference hall which has
a height gap. This gap is filled by three steps which produce atifiglele rectangle thanks
to Taut’'s choice, to use three different types of marble.

Figure 4. Bruno Taut,Letters and Geography Faculty, Ankara, 1937; strwf the main
entrance hall (photo by the author)

The quiet and chiaroscuro atmosphere of the foyer, obtained tharies w@oden ceiling,
to the indirect light, but above all to the forest of pillarsntcasts with the empty and
luminous space of the hall. Perhaps the forest of pillars gepi® the inmost tie with the
past, with the Germaweltanschauung@f romantic background: it's the Gothic cathedral,
meaning the metaphor of the natural surge, represented hyettieal development and
filtered light, rich with shadows and contrasts, like the one efidhest. In one of the first
writings, Taut asserts that «if we cannot reproduce theespaage of the forest, it must
drive us to evoke an effect of its splendour in our buildifgBack to the characters of
recognizable German background, at the first floor the functgmas mainly identifiable:
the differentiation of the windows shows the different destinabbrthe rooms; the
assembly hall is supported by continuous beams in facing concreteeafidlors are made
of crushed stone cast, as other student rooms. The eastdsoavidently the character of
neues bauensimply plastered, it exhibits the differentiations of #taircase while the
eaves beat the pace of the classrooms. The list of haizomvertical shutter windows is
resumed from the typology used in Berlin whereas the ledge in teeitiion, denying the
purity of the flat roof, emphasizes the belonging of the buildinpdb place, which is also
emphasized at the corner between the south and west facaeldwicth lines and the
Ankara stone indeed fold elegantly towards the south wall in dodewver it, meeting the
coloured plaster. On the opposite side the architect proposes a velnoeal in order to
lighten the mass of the facade determining therefore the doeigflet [portico supported by
four columns with an octagonal section, whose perception isefiltby the trees of the



facing park. By this analysis, we can assert that Tautamese that modern architecture,
far from outer forms, personal style, dogmas and schemat@md fits quality in the
comparison between tradition and industry, topography and matetatdjohalism and
community. The Faculty of Letters and Geography, for the modulatioraterial and light
contrasts, for the accents of tone and language, for the dimeranohstructural variations,
for the nonchalance in planning solution, seems to be the seaghttsis of a slow
architectural meditation.

«Perhaps the most beautiful and undoubtedly most human construction bualtitog just
the little villa erected to the north of Galata, in the midoflea park situated on a steep
slope, in a wonderful zone along the Bosphorus. (...) This snflallhngnged up four high
pillars evokes in the waved game of the roofs the rhythms of Jspademestic
architecture. Its red walls stand out of the green of natueeljing room is connected by
an inner staircase to the turret-studio wrapped by a semi-hexamgutiguous window that
coagulates all the panoramic guiding of the Bosphotuhis is how Taut’s house in
Istanbul was described by Bruno Zevi, nowadays the only Italidoriais to emphasize the
importance of an architectonic season of the German masger @ftitted, intentionally
perhaps for its strong heterodox component, nevertheless revealinghidécural traits,
fruit of coherence and continuity. The building, planned in 1937 and reatizZE938 (year
of Taut's death), has a rectangular plan and only one flootands on a hill facing the
Bosphorus with an incredible daring projection, in fact only & fift the house lies on the
rock while the remaining part is supported from two imposing resefbiconcrete pillars.
The living room, oriented to the south-east, looks over the sea atslupthe studio, with
octagonal shape. An elegant semi-spiral staircase ledds &udio and the winding curve
of the parapet remembers the staircase of the ships. Thenplas a rational distribution of
the rooms, in tune with the flexibility of the possible functiotie dining room and the
living room have comfortable built-in cupboards and the entrance teeiivice zones is
distinguished from the main one.

The double high living room refers to the climatologic conceptich@frchitect according
to the idea that it's good to shield the intense light of the Medmean: for this reason, the
same room has different typologies of windows, depending on theirgmositrer or under
the sunbreaker that runs on the entire building front.

The roofing remembers the traditional Turkish roof in the shafpa pavilion and a
Japanese line at the same time. Its external images réde the simplicity and the
morphology of the Japanese houses, for instance in the roof lineddbfinEaut "as sabre
of Samurai", but it also refers to the vernacular architecof Istanbul and to the Turkish
house of ancient tradition. It is perceived in the liviogm of his house in Istanbul, main
point of a functional plan that stretches out on the Bosphoruspigaarantees the sense of
warmth and intimacy through the inner space, which is sinolahat of thedivan the
Turkish lounge, main room of the house on whose inner perimeter a cditdasiiing is
distributed, or in the rounded shape of the floor balconies,glheitypical corner solution
of the wooden ledges of vernacular houses.

Moreover, the continuous horizontal glass surfaces do not hawveb#ukground in the
continuous window declaimed by the Modern Movement; rather theytoetbe Ottoman
residence of the XVIII century. With his house on the Bosphorus Tegs goice to the



firm belief of S. Eldem, the coeval Turkish architect, whil ghat the Turkish house is not
valuable because it is able to raise a criticism to modemtecture, but just because it has
in itself the qualities of Modernism: «The open plan, the emplodsiemfort rather than a
flaunted presentation, honesty in using materials, a generous y'sgbplooms, opened
spaces and courtyards. Aren’t perhaps these the charactetisticwe look for in the
modern house? But we can find all of them in the traditiongi$h houses!

Figure 5. Bruno Taut House on Bosphorus, Istanbul, 1937; plans anthdoont (drawings by
the author)

The German architect sure acknowledges the Modernist chatacsein his project;
otherwise he wouldn’'t have written, in a letter to Carl Kr§gb colleague in the
Magdeburgo years) «A new Dahlewitz is being born Héré&mowing very well the



revolutionary impact of the residence plan he did in BeHithis weren't so, the drawing
realized in 1965 by memory from Franz Hillinger, friend of Taut err@any and precious
collaborator in Turkey, could not be explained: observing it, don’t wethgefeeling of
being in front of a sort of spaceship just placed on the Bosphorus shHwafemory of
Hillinger is in truth the Modernity of his colleague. The quoted albetter continues with a
note apparently not important, but of fundamental value in ordesvrtgpigse the meaning
that Taut attributed to his stay and action in Turkey. The aotluitetinues: «With imprint
absolutely different the columbarium of a Noah soon nine hundred yeaissriden on the
blue cobalt Bosphorus and on arboreal supports 15 meters ‘fligie. historian Bernd
Nicolai, in his studies about the work of Taut in Turkey, maintdireg the German
architect lived with no pleasure in the earth of Sinan: «Theatshn of the exile is
expressed by Taut with full knowledge. The isolated house-treecahdie read as a wish
to detach from the stranger eastern soil, stretches out tother@osphorus alluding to the
deck of a ship#? But the house front on the Bosphorus has nothing to do with the poetics
of Villa Savoie of Le Corbusier, Taut’s villa is not ahiocked, waiting to set off on the
sea, but a “columbarium of a Noah soon nine hundred years old". $tap ¢gherefore, but
its conceptual opposite: an ark, steadily placed on a capepatsatain all the species that
guarantee continuity.

Figure 6. Bruno Taut, House on Bosphorus, Istanbul, 193Zngland east and west fronts
(drawings by the authpr

Taut chose the place where to build his dwelling accuratelyh@rEtiropean shore of the
Bosphorus, few blocks away from the Fine Arts Academy whergvds Director of the



Architecture Department, in a point where the hill of OrtakHistrict folds protecting the
entire area from the cold winds of the north, in front of a baroquejiod-rom his turret-
studio of octagonal shape, a favourite geometry for few othesplraut sees the East from
the last outpost of the West: he sees the ancient city andrthkties of Saint Sofia that
within the space of the day change from the rosy colour to tgathed, sees the smooth
profile of Sinan’s mosques, sees the ancient residences amdhe of the Bosphorus in
painted wood, sees the Golden Horn and the tower of Galata, imsErand suggestions to
interpret in his new realizations. During the years in Beréintfwrites: «l listen to, | see, |
feel, | smell and perceive the saline aroma of theteadpne of the gentian and that one of
the cedars. The spirit of the sea, the spirit of the namunlike all the spirits, pervade the
senses within me. The spirit of the light wraps up itself inrtfagnificent mantle of the
colour. The entirety of the five senses, which covers the huniash e the door through
which the new man enters in our world... The world exists. And éuagytexists, real
thoughts, dreams and things. You and me and the third one! No road, norgpa path!
In the hands we carry the crystal, that is so simple andeatsame time infinitely
complicated and much more than thid»;this sensibility tinged of romantic
Weltanschauungs the same one that guides the architect in the planoinmjTurkey. In
spite of the impact of a different culture, Taut remainedfiaito his motto which was "our
homeland is where we construct”, something that wasn’t granteantodither in Russia
nor in Japan; therefore on the basis of such a meaning Turkey wasrigioily, adoption
homeland. Just in front of the house on the Bosphorus we look omtihesg of his whole
work, as we can read the background of Germanic culture distinitiéy plan distribution,
the typology of the windows - of Japanese one - the profile obtifethe sunbreakers used
for the first time in the restoration of Okura villa in Azaband the Turkish characteristics -
the projecting ledges, the offset roofs - capable to accomplistabsolutely original
synthesis.

The kernel of the issue is this: architecture is continuityTraut, conjugation between
tradition and modernity. Under this meaning, he seems to be antionsanserver rather
than a modernist pioneer; in truth he wants to mean the impossifolitany culture, to
abandon the link with its owmilieu, that has to be respected and from which an essential
quid that leads to true modernity can spring. To build in the besit reSaradition is
modernity, as well as searching the relationship between thetsmpiof a place and the
inspiration of its tradition. This stirs up the perception ofatahitect until the point to plan
a new building that is at the same time modern and repositeglwés of a place, and only
that place. Values that change, changing the geographic ticliama urban sceneries: the
house on the Bosphorus and the Letters and Geography Faculty in Askasl comply
with these values; what makes both valuable is the contradiotittveen Taut’s research
towards the continuity and the paradigm of Modernism that thagsdib

During the years of exile in Turkey, in his capacity asdhaachitect of the Government
Construction Office of the Education Ministry, Taut acceptedtédsk to plan several
schools. Surely he felt involved either as architect or asess of those reformist
pedagogical theories which he had to consider in the planfhoblscrealized in Germany.
Inspired by these principles, in Turkey Taut realizes four schotdibgs: in Ankara the
Atat rk high school and the Hammam Onu secondary school, in I1zmir théefemsétute
Cumbhuriet and in Trabzon the male senior high school.
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3. Taut’s achievements as head of the Fine Arts Aca  demy’s Department of
Architecture in Istanbul and head of the Government  ’s Architectural Office

Taut’'s coming to Turkey was possible thanks to the influentialatied of Martin Wagner,
German city-planner of international reputation, exiled in Turkaying the '20s, he was
the supporter, with Taut, of many Siedlungen realized in Berlagr put pressure on the
Turkish government so that Taut was chosen as successor of bklrg,Pwho died in
June 1936 and who was designated to the charge (unfortunately never ttdytof of
the Architecture Department of Fine Arts Academy in Istanbitdr &Ernst Egli, first
reformer in this Academy.

Taut’s arrival, after Poelzig's death, was seen by Wagkermlinew ray of hope. Arrived in
Istanbul on November i'b 1936, during his first travel to Ankara, at the beginning of
December of the same year, Taut knew he would be not only hethe @&rchitecture
Department of the Fine Arts Academy, but also head architedhefGovernment
Construction Office of the Education Ministry. This charge wawvipusly held by Ernst
Egli, the Swiss architect who made the first reform of schoddings in Turkey. Full
freedom was given to Taut, in order to develop his own working groupgdiately the
architect understood the potentialities of this offer: «The Aechire Department of the
Academy is the centre of architecture of the Ministrlelsave already received a certain
number of assignments from the Ministry of Employment. As matftéact a high authority
in these architectural issues doesn’t ext&tbhese two charges put him in a considerable
position of authority, but as soon as he arrived he had to deathsitbld problems since
the Architecture Department was without a coordinator for séveronths. Some
colleagues, as Zimmermann, already assistant of Poelzijuthe Sedat Hakki Eldem and
Arif Hikmet Holtay, did not accept this new authority aftes smany months of
independence and autonomy. Burhan Toprak, chancellor of the Acadesin agreement
with the progressive reforms about teaching, but was scepboait excessive foreigners’
influence on the Academy. As professor, Taut was insisting oregydéar plan of studies:
he gave to the students the possibility to choose a larger numieud dedicated to
architectural drawing rather than to theory. For this purposeifmtiatiuced a basic course
(inspired by the preliminary class of the Bauhaus) that &mtuke attention on the
knowledge of materials or on free hand drawing.

In 1937 he organized the first summer class for non students,stet@r@ architecture;
moreover in many classes he included planning seminars souttentst had the possibility
to estimate more fields of application in architecture. Althotrgitized by his colleagues,
the architect thought it was right that the students had ansthe matter in the school
institutions through their representatives; Taut’'s aim wasaity éorward those reforms that
would have permitted the Academy to reach a position of intem@timportance. The
architect succeeded to work in harmony with the German colleagoemg them Hans
Grimm and Franz Hillinger. The first one was the collaboratdraaft and Franz Hoffmann,
in their studio in Berlin since 1914, the second one worked as atabiit€ehag in Berlin;
but Taut had contrasting relationships with the Turkish professominGend Hillinger,
arrived both at Istanbul in 1937 at Taut’s invitation, after highgdarought the building
realizations of the master to a conclusion. He could countaaisihe support of Rudolf
Belling, sculptor and friend of old, and member of Mevembergruppand theArbaitsrat
fur Kunstin Berlin. From 1937 Belling was at the Academy of Istantsuhaad of the
Sculpture Department. Fortunately Taut had a good ally in =t responsible at the
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Ministry of the Education: in his capacity as main head he6sed” on the Academy the
reformist trait of Taut's teaching. This created a discondéembng some colleagues who
gathered from the double charge of Taut, as planner and tetiatdre was too influential,
so that in April 1937 the chancellor suggested to separate hie$ponsibilities because of
excessive load of work. Taut rejected the suggestion, answhang there were excessive
loads, they were the result of the «impossibility of being@ fi@ carry his own actions
ahead».” The evidences from students and colleagues reveal how they gtfetigihe
innovations made during the mandate of Taut. Among them Mehmet Alarda a then
young student, says in enthusiastic tones: «It has to be shtid tha Academy the rational
teaching of architecture began with professor Taut. For thefiwstytime we - that is my
generation - learned to get used to build models under his teachiioge Beat we had
never been aware that such concept existed... nine of usna@sestudio. At the beginning
of the school year professor Taut said to us that we all would hast to make a plan
together, and this was another innovation that he introdu€ekthe students worked on the
plans following the guide lines of tested planning experiencéhtonew quarters realized
in Germany by Taut, with the logic of tiheues bauebut considering necessary changes in
order to adapt to the climate of another place, to its topographyoaral sonditions. He
often proposed to develop real architectonic topics, inviting the rdfide outline an
economic plan of the work to be realized, so that they were ahlederstand fully the
planning process; for instance, the first year Taut engagedutienss in the plan of a
centre for the production of wine, while in 1937 he assigned to theatiag class the task
to develop in six weeks the plan of a Siedlung that accommodaigdoyees of the
Ministry of Legal Monopoly in Ankara. Turkish students and architestsv the typology
of the German Siedlung thanks to the architectural revievkitékt” that published the
most interesting projects of the Modern Movement, and thanks tootlrseg held in the
Academy by Martin Wagner, ofechnical and economic aspects of the urbanization
Criticizing openly the habit to represent a plan "in pictorial ‘waut invited the students
to observe and to sketch details of a buildingh®yeye of the architectaking care not as
much of the form as of its becoming. The winds of innovations pursoed Taut were
clear also in his will to make changes inside the building ofAttedemy: laying down on
the European shore of the Bosphorus, it faces the Golden Horn, thechistity; Taut
loved the architecture of Sinan, the master of the “Ottomanaisance” supporter of the
most beautiful mosques, and asked to realize a terrace oriemtadd$ the mosque of
Soliman the Magnificent in order to allow the students to adihine the moments of
relaxation. Again related to changes, the student Asimuvietinembers: «He was under
Japanese influence. The first thing he did was to change tinehalaplacing yellow, red
and black wooden columns to achieve a Japanese atmosphere. Iro arddeetthat, they
cut the valuable floor and | don’t know how this was permittedtbgrgprofessors®’

Contrary to his predecessor Egli, Taut did not wish to have a ludrdonverts "slaves" of
their master. For the students he wrote a book entitlédari Bilgisi (Lessons of
architecturg, divided in seven chapters and provided with a hundred illustraticom

contemporary architecture, with a particular homage to the p®neferthe Modern
Movement (Sullivan, Otto Wagner, Berlage, Perret, Behrepsagally) to the realizations
of the Far East. In this book he also suggests the points to coimsioleler to achieve a
good planning: proportion, technique, construction, functionalism are sbthe qualities
of the exemplifying chapters of the book. Above all the architecommends the
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proportion between the various parts of the architectural body andhble \as a key
towards quality, which makes the difference between good and bateenate. By the

way, he emphasizes the diversity, already evidenced in thewvadidn in JaparHouses

and people of Japarof the anthropomorphic standards of the European man compared to
the eastern one, justifying the variation of the measuring elsmeand therefore of
proportion. One of his students testifies: «He had a sensitive minchderstanding
architecture. He considered architecture as art of proportion abddk#/imari Bilgisi is a
collection of thoughts he left his students. The historian ohatss Ahmet Kutsi always
carried this book with him$’

Against the easy dogmatism, in the preface entitat is architectureTaut writes: «The
rationalist theories are like the headache after drunkennesgsthBy are just theories
interested only in the outer appearance of architecture. Tiietywhat existed before and,
as every opponent, they put themselves on the same level ofheliavant to contrasts.
The book had huge a echo, influencing the course of Turkish moderreetatat This
conceptual revolution was more structured then the realizatibriBustrious foreign
colleagues as Egli and Holzmeister, thanks to the couragaudfto face the constant risk
of modernity through a criticism of Modernism turned to get lthekbackgrounds of the
tradition, considered not as starting point of the future bigHing point of the past.

! B. Taut,Eindr cke aus Kowndn “Sozialistische Monatshefte”, 24, 1918, p.898.

2 B. Taut,Die neue Wohnung-Die Frau als Schopfetiripzig, 1924, It. trand.a nuova abitazione-La donna
come creatriceed. Gangemi, Roma, 1986, p.26.

3 W. PehntPer una genealogia delle forme espressionistéV. De Michelis (edited by)Espressionismo e
nuova Oggettivitaed. Electa, Milano, 1994, p.19.

4 B. Taut to Isaburo Ueno, letter of 6th Novembe37,9n AA.VV., Thinking of Ataturk: the Catafalque and
Anitkabir. Two architects: Bruno Taut and Emin Qriatanbul, 1998, p.63.

® R.Gorbon (et ali)Mimarligimiz 1923-50in “Mimarlik” 2/1972, p.47.

® B. Taut,Mimari Bilgisi, Istanbul, 1938, p.153.

" For Islam 7 is the number of perfection: 7 heay@rands, 7 seas; 7 verse of Batiha (the openinguraof
the Koran), 7 turns around the Ka’ba at the Mecca.

8 P. Portoghesl, grandi architetti del novecento, una nuova stafil'architettura contemporanea attraverso
le personalita e le opere dei protagonigtd. Newton & Compton, Roma, 1998, p.163.

® B. Taut,Natur und Baukunsmanuscript of 1904, the photocopy is kept attkademie der Knste, Berlin.
The forest is metaphorical object in another eanfigten: "When once | was lost, in Chorin during tinter,
in the beech forest covered of snow, | wanderedwards and forwards from a path to the other, cetepy
unable to find my way. Then | said myself: ‘Stoplaake the first best path, follow it even if itlniake the
whole night'. Fortunately | found immediately thatp that | knew". B. Tautliary, 21st July 1904 in K.
Hartmann,Bruno Taut — der Architekt, der Maler, die Farbeu Beinen frhen Pastellenin “Daidalos*
42/1991, p.37.

10 Bruno Zevi,Nel nome di Allah misura il tardo antic@no storico italiano in Turchia), in “Cronache di
Architettura” volume Il - nn. 30-72, ed. LaterzaarB 1978.

'S, H. Eldem;Turk Eviin “Elli Yillik Meslek Jubilesi”, edited by MimaiSinan University, Istanbul, 1983,
p.20.

2 Bruno and Erica Taut, letter to Karl Krayl dateti Bune 1938.

13 B, Taut to K. Krayl, ibidem. The poetics of ark svalready imaginary heritage of the Glaserne Kette.
Finsterlin wrote (Circular letter of the 24th.12209: «Wasn't the solstice when the capsule of dexlf the
human world landed on the Ararat mountain? My filignisn’t the ark our only symbol, the domestic $®u
born from the cliff and the sea?» in F.Borsi (edlity) Hermann Finsterlin Firenze, 1968, p.134.

14 B. Nicolai, L’esilio. L’architettura di Bruno Taut e la Turchieemalista del 1936-'3# Bruno Taut 1880-
1938 edited by W. Nerdinger, ed. Electa, Milano, 20p1198. The historian has studied Taut's work in
Turkey several timeder neue Bruno Taut — die neue Turkei, Zur Tramafiiion der modernen Architektur
1936-38in M.Speidel (a cura diBruno Taut, Natur und PhantasiBerlin, 1995, pp.317-328runo Tauts

13



Revision der Moderne, Stratgraphien aus dem tuhidacExi| in H. Haarmann (a cura dijnnen-Leben,
Ansichten aus dem ExiBerlin, 1995, pp.41-55Moderne und Exjl Deutschsprachige Architekten in der
Turkei 1925-1955Berlin, 1998;Modernity and Modern Architecture in Kemalist Turkim “Art Turc, turkish
art”, proceedings of the {Onternational Congress, Geneva, 1999, pp.497-508.

15 B. Taut,Mein Welthild in “Feuer” 3/1922, p.284.

16 Taut to Segal, letter of 7th March 1937, in B. ®lég, Bruno Tauts Akademiereform und sein Weg zu einer
neuen Architektur fur die Turke AA. VV., Fir Atatirk gedacht. Zwei Werke: Katafalk und Aalitkk. Zwei
Architekten: Bruno Taut und Emin Onétanbul, 1997, p.37.

" BrunoTaut/stanbul Journal personal notebook, 30/04/1937.

'8 |pidem.

19 |bidem, p.53.

2B, Unsal (et alii)Mimarligimiz 1923-50Qin “Mimarlik” 2/1972, p.38.

2L B. Taut,Mimari Bilgisi, Istanbul 1938, preface.

14



