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What makes an art of coffee?




Sevgi, bilgi ve 6zen.

Turk kahvesinin ikrami her zaman 6zel bir dokunustur,
konuga gosterilen degerin ifadesidir.
Bu gelenegin degerleriyle anilmak, her fincan kahveyle
yeniden kahveseverlerin tevecciithiine layik olmak

150 yildir en biyitk 6dulimiuz olmustur.
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Love, knowledge, and care.

The serving of Turkish coffee always represents
a special touch, the attention given to a guest.
For the past 150 years, it has been our greatest privilege
to be associated with the values of this tradition,
and to earn anew the appreciation of coffee lovers

with every cup of coffee.
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Edito

Liana Kuyumcuyan

Tasarim Ogrencileri bilir; egitimimize “temel tasarim” aligtirmalariyla baglariz.
Cogunlukla elimizle ¢esitli form ve renk kompozisyonlar1 olustururuz ve ardindan
nesnelere, malzemelere gecerek bagka soyut seyler yaratiriz. Cizim dersleri temel
perspektif ve teknik ¢izim kurallarini anlayarak kalem ve k4git kullandigimiz bir
stireg olarak baglar.

Ikinci yil ise modelleme programlariyla tanigma zamanidir. Olasiliklar o kadar sonsuz-
dur ki bu defa sonsuz boglukta duran nesneler yaratmaya baglariz. Nesne orada, renkli ama
bos bir alanda durur. Bos alanin rengini de segebiliriz; bu olduk¢a 6nemli, degil mi?

Tasarim egitiminin ikinci yilindan itibaren bogluklar i¢in ve i¢inde nesneler tasarlariz.
Kavramlar genellikle 6dev olarak verilir, yani o kisim i¢in endiselenmemize gerek yoktur.
Bazilar1 kalem ve kagitla eskiz yapmayi tercih eder, ancak bu genellikle hayal kirikligiyla
sonuglanir. Tasarim 6grencileri bilir... Gergekte ¢izdiginiz seyi asla olmasi gerektigi gibi
modelleyemezsiniz. Ancak modelleyebildiginiz kadar tasarlayabilirsiniz.

Bugiiniin tasarimcilarinin yeni siniri bu. Malzeme kalitesi veya direnci degil. Uretim
metodolojileri veya makinelerin kullanilabilirligi de. Ergonomi veya denge kisitlamasi
hele hig degil... Dijital araglar konusundaki bilgimiz kadar tasarlayabiliyoruz.

Ama mezun oldugumuzda ve 6rnegin bagka bir iilkedeki bir tasarim okulunda
egitimimize devam ettigimizde, orada ne goriiyoruz? Okulda kapsamli atélyeler var
ve bir¢ok malzemeye diisiik fiyatlarla erisilebiliyor. Bu olduk¢a heyecan verici!
Atdlye alaniyla ilgilenen bir usta var. Bize malzeme veriyor, hangi makineyi kullana-
cagimizi bilmiyorsak onu gésteriyor. Sonra gidiyor. Hah. Malzemeyle bagbasa kali-
yoruz. Makine bize bakiyor, biz makineye, tabii bir de malzemeye... Bir sey tasarla-
dik. Onu o boslukta modelledik. O boslukta ¢ok giizel duruyordu, degil mi? $imdi
nasil iretecegiz?

Birkag yil 6nce, hila bir tasarim 6grencisiyken boyle kisisel bir deneyimim oldu.
Kullandigim en temel “dijital ara¢” modelleme programiydi. Gergek diinyanin orada
anlagilamayacagini gormem uzun siirmedi. Bugiin dokundugumuz her nesne bu arag-
larla iretiliyor, i¢inde yagsadigimiz binalar, hatta gectigimiz kentsel mekénlar, gergek
tiretim sahasinda deneyimi olmayan tasarimcilar ve mimarlar tarafindan tasarlaniyor.
Her sey list g6riiniis/6n goriiniig/sag goriiniis cercevelerinde tasarlaniyor. Diinyalarimiz
insan bakis ac¢isindan uzaklagiyor ve hepimiz de buna uyum sagliyoruz. O eski, “ko-
mik” bilim kurgu filmlerinde gérdiigiimiiz bir diinyaya ne kadar uzagiz?

Oldukga diisitk teknolojili bir insan olarak bu sayi, giincel tartigmalar ve tasarim
araglar1 hakkinda bilgi edinmeme ¢ok yardimci oldu. Diinya ¢apinda birgok yaratici
birey bu dijital araglarla ¢alisiyor ve hatta bu araglar1 dogru sekilde kullanma konusun-
da da dikkatliler. Bu sayida tasarimcilarin, sanatgilarin ve mimarlarin “dijital teknolo-
jinin” kendileri icin ne anlama geldigine dair perspektiflerini ve tasarim pratigine ilis-
kin gelecek vizyonlarini okuyoruz. Okumanin, tartigmanin, 6grenmenin, paylasmanin
ve pratik yapmanin, ama hayatimiza giren her degisikligi sorgulamadan kabul etme-
menin 6nemini hatirlamak dilegiyle, umariz siz de zevkle hazirladigimiz bu say1y1 be-
generek okursunuz.

SPACE POPULAR, NON SPECULATIVE VIRTUAL HOUSE, 2018

Design students would know; we start our education with “basic design” exercises.
With mostly use manual tools, we create compositions of forms and colors, sometimes
images, and then pass to objects and materials, creating some other abstract stuff.
Drawing courses start with pen and paper, understanding the basic rules of perspective
and rules of technical drawing.

The second year is the time to meet with modeling programs. The possibilities are so
endless that you start creating objects standing in this eternal void. Your object is there,
in a colored, empty space. You can pick the color of the empty space; that’s quite impor-
tant, right?

We design objects for and in voids from the second year of design education. Concepts
are generally given as a task, so there is no need to worry about that part. Some people
prefer sketching with pen and paper, but that generally ends with disappointment.
Design students would know... You will never be able to model what you actually draw.
You can design as much as you can model.

That’s the new boundary of today’s designers. Not the material quality or resistance.
Not the production methodologies or availability of machines. No ergonomic or balan-
cing restrictions... We design as much as our knowledge of digital tools.

But when you graduate and then, for example, go to a design school in another
country, what do we see there? Extensive workshops in the school and many materials
can be used at low prices. That’s quite impressive! There is a master taking care of the
workshop area. They give you the material, show you the machine if you don’t know
which one to use. Then they leave. Huh. You will be there on your own with the materi-
al. The machine looks at you, you look at the machine, then you look at your material.
You designed something. You modeled it in that void. It was standing amazingly in that
void, right? How to produce it now?

I had such a personal experience as a design student several years ago. The most basic
“digital device” I used was the modeling program. It did not last long to see that the real
world cannot be understood there. Today, each object we touch is designed on these to-
ols, our buildings we live in, even the urban spaces we are walking, by designers and
architects who have no experience in the actual production site. Everything is designed
on top view -front view- right view frames. Our world is getting far and far away from
the person’s point of view, and we all are adapting to it. How far is the future of a world
we saw in those old, “funny” science-fiction movies?

As a highly low-tech person, this issue helped me a lot to learn about the current dis-
cussions and design tools. Many creatives worldwide work with these digital tools but
are also concerned about using them in the right way. In this issue, we are listening and
reading about designers’, architects’ and artists’ perspectives on what “digital techno-
logy” means to them and their future visions concerning design practice. I hope you
enjoy reading this issue as much as we enjoyed preparing. Let’s remember the importan-
ce of reading and discussing, learning, sharing, and practicing, but not accepting every

change coming into our lives without questioning.
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Haberler News

border less ARTBOOK DAYS

Yayini olan, metin lizerine ¢aligan sanatgi ve inisiyatifleri; miize, galeri, kurum,
ve enstitiileri bir araya getiren bir platform olan border_less ARTBOOK DAYS;
yayinevleriyle sanat alaninda iireten, s6z sdyleyen ve paylasan kisiler arasinda
yeniiligkiler gelistirmeyi amagliyor. border_less ARTBOOK DAYS’in dérdiincii
edisyonu Arter ev sahipliginde 12-15 Mayis 2022 tarihlerinde ger¢eklesecek. De-
taylar hakkinda bilgi icin www.border-1-e-s-s.com web sitesini inceleyebilirsiniz.

BORDER_LESS ARTBOOK DAYS 2020

border less ARTBOOK DAYS

border_less ARTBOOK DAYS aims to showcase artists, galleries, initiatives and
institutions that have publications and work with texts. The event fosters the
fields of art publishing and art-book making and become a common ground for
introductions and interactions between artists, art professionals, print houses,
and the public alike. The fourth edition of border_less ARTBOOK DAYS will
take place on May 12-15, 2022 at Arter. Details about the event can be found on
www.border-l-e-s-s.com

Herkesin degisebilecegi
bir dunya

Cecilia Alemani’nin kiiratorliigiinii yaptigi 59. Uluslararasi Venedik Bienali, 23
Nisan-27 Kasim tarihleri arasinda The Milk of Dreams temasiyla gerceklesecek.
Bienal adini Leonora Carrington’in bir kitabindan aliyor: “Siirrealist sanatgi, ya-
samun siirekli olarak hayal giicliniin prizmasi araciligiyla yeniden tasavvur edil-
digi biiyiilii bir diinyay: anlatiyor. Herkesin degisebilecegi, doniisebilecegi, bir
sey ya da bagka biri olabilecegi bir diinya.” Sergi, ¢cesitli konular1 i¢eren bir etkin-
lik olacak. Bu yilki bienalin yol gdsterici tematik sorularindan bazilar su sekil-
de: Insanin tanimi nasil degisiyor? Hayati olusturan nedir ve bitki ile hayvani,
insani ve insan olmayani ayiran nedir? Gezegene, diger insanlara ve diger yasam
formlarina karsi sorumluluklarimiz nelerdir? Ve biz olmasaydik hayat nasil olur-
du? Ug ana temaya ayrilan bienalde bedenlerin temsili ve metamorfozlari, birey-
ler ve teknolojiler arasindaki iligki, beden ve diinya arasindaki baglanti gibi kon-
septler 6n plana cikiyor.

It is a world where
everyone can change

Curated by Cecilia Alemani, the 59th International Venice Biennale will run be-
tween 23 April-27 November 2023 with the theme The Milk of Dreams. The bien-
nale takes its name from a book by Leonora Carrington: “The Surrealist artist
describes a magical world where life is constantly re-envisioned through the
prism of the imagination. It is a world where everyone can change, be trans-

formed, become something or someone else.” The exhibition will be a complex
event featuring various subjects, these are some of the guiding thematic ques-
tions of this year’s Venice Biennale: How is the definition of the human chang-
ing? What constitutes life, and what differentiates plant and animal, human and
non-human? What are our responsibilities towards the planet, other people, and
other life forms? And what would life look like without us? Also, the representa-
tion of bodies and their metamorphoses; the relationship between individuals
and technologies; the connection between bodies and the Earth are the three
main thematic areas for this edition.

58. VENEDIK BIENALI ULUSLARARASI SANAT SERGISI, TURKIYE PAVYONU, 2019.
FOTOGRAF: POYRAZ TUTUNCU

S8TH INTERNATIONAL VENICE BIENNALE, TURKISH PAVILLION, 2019.

PHOTO: POYRAZ TUTUNCU

Salone del Mobile
ve Milano Tasarim Haftasi

Italya’nin mobilya ve aksesuar ihracatini tesvik etmek i¢in 1961’de Milano'da
baslatilan, mobilya ve tasarim sektorii i¢in kiiresel bir referans etkinligi haline
gelen Salone del Mobile, 7-12 Haziran 2022 tarihleri arasinda Fiera Milano Fuar
Merkezi'nde diizenleniyor. Sehir genelinde gerceklesen ve toplu olarak fuoris
olarak bilinen yan etkinliklerin gayri resmi adi olan Milano Tasarim Haftasi da
aynu tarihler arasinda gerceklesecek.

Salone del Mobile
and Milan Design Week

Salone del Mobile which launched in Milan in 1961 as a vehicle for promoting
Italian exports of furnishing and accessories, and has become a global bench-
mark event for the furnishing and design sector, takes place at the Fiera Milano
Exhibition Centre from 7 to 12 June 2022. The fair will take place concurrently
with Milan Design Week, which is the informal name for the fringe events that
take place across the city, which are collectively known as the fuoris.

VERSACE HOME. FOTOGRAF PHOTO VERSACE

Sorry Giotto / Enzo Catellani

Catellani & Smith’

bl Sorry Giotto'yu incelermek
icin QR kodu okutunuz.
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haberler news

Object Rotterdam

Object Rotterdam, ¢esitli kategoriler ve ortamlarda gelismekte olan farkl: tasa-
rimcilarin diriinlerini sergileyen bir tasarim fuaridir. Moda, mimari, sanat ve el
sanatlar1 dahil olmak tizere farkli tasarim disiplinlerini kesfetmek i¢in tasarim
meraklilarini ve profesyonelleri bir araya getiren Object Rotterdam 20-22 Mayis
2022 tarihleri arasinda Rotterdam’da gergeklesecek.

OBJECT ROTTERDAM 2021, LAURA SCHURINK & JULE CATS.
FOTOGRAF PHOTO JAN WILLEM KALDENBACH

Object Rotterdam

Object Rotterdam is a design fair that showcases design products from emerging
and established designers across a variety of different categories and mediums.
Object Rotterdam, which gathers design enthusiasts and professionals to ex-
plore different design disciplines including fashion, architecture, art and crafts,
takes place from 20 to 22 May 2022 in Rotterdam.

Space Popular'in
portal galerileri

Cok disiplinli tasarim stiidyosu Space Popular, ziyaretgilerini mimar John So-
ane’nin zamaninin ve giiniimiiziin teknolojilerini birlestiren bir sergide sanal
seyahatin mekanigini deneyimlemeye davet ediyor. Bu yolculuk i¢in Sir John
Soane’s Miizesi’ni kullanan Space Popular, portallar tizerine aragtirmalarini za-
man ve medya iizerinden sunarak, bir sanal gergeklik filmi ve enstalasyonu
araciligiyla farkli gercekliklere seyahat etme iizerine ¢alisiyor. Sergi, 29 Hazi-
ran-25 Eyliil 2022 tarihleri arasinda Londra’daki Sir John Soane’s Miizesi’nde
goriilebilir.

SIR JOHN SOANE’S MUZESI LONDRA IZNIYLE
COURTESY OF SIR JOHN SOANE’S MUSEUM LONDON

Space Popular’s
portal galleries

Multidisciplinary design studio Space Popular invites visitors to experience
the mechanics of virtual travel in an exhibition that bridges the technologies of
architect John Soane’s time and ours. Using Sir John Soane’s Museum as the
point from which to begin this journey, Space Popular present their research
on “the portal” through time and across media, providing opportunities to
travel to other realms through a virtual reality film and installation. Sir John
Soane’s Museum in London will host the exhibition from 29 June 2022 until 25
September 2022.

Bir binada kozmopolit
kenti aramak

Sosyal, cevresel ve kentsel etki odakl: caligmalara ve ortak kiiltiirel iiretimlere ev
sahipligi yapan Postane’de bir dizi seminer gergeklesiyor. Hem Postane’nin yer
aldig1 binanin ge¢misine, hem de konumlandig: Galata bolgesine dair kentsel
bellek yaratma amaciyla; CultureCIVIC: Kiiltiir Sanat Destek Programi destegi
ile bir seminer dizisi hazirland1. Bir Binada Kozmopolit Kenti Aramak: Eski Ingi-
liz Postanesi Arsivi Uzerinden Bir Yayin Projesi Postane’nin tarihinde yer almis
aktorleri ve bu mekani doniigtiiren kiiltiirel, sosyal, yapisal ve politik etmenlerin
kentsel bellege katki sunmasini amagliyor. Proje kapsaminda Galata’ya ve Posta-
ne binasina dair ger¢eklesen etkinlikler Postane’nin Youtube sayfasinda bulunu-
yor. 2022 yazinin sonuna dek siirecek etkinlikleri @postaneistanbul Instagram
sayfasindan ve postane.co web sitesinden takip edebilirsiniz. Proje kapsamin-
da 2023 yilinin basinda bir de arsiv kitab1 yayinlanmis olacak!

SALT ARSIVI, 1995, CAMEKAN SOKAK VE POSTANE BINASI, FOTOGRAF ELEONORA ARHELAOU
SALT ARCHIVE, 199S, CAMEKAN STREET AND POSTANE BUILDING, PHOTO ELEONORA ARHELAOU

Searching for a cosmopolitan
city in a building

A series of seminars are taking place at Postane, an urban hub for social
change located in Galata, Istanbul. In order to create an urban memory for
both the past of the building of Postane and the Galata region, a seminar se-
ries was prepared with the support of CultureCIVIC. Searching for a Cosmo-
politan City in a Building: A Publication Project through the Archives of the Old
British Post Office aims to contribute to the urban memory and the actors who
have taken place in the history of the old British Post Office and the cultural,
social, structural, and political factors that transform this place. The past
seminars focusing on Galata and Postane building are available on the You-
tube page of Postane. You can follow the upcoming events that will continue
until the end of summer 2022 on @postaneistanbul Instagram page and pos-
tane.co website. Within the project’s scope, an archive book will be published
in the first months of 2023!

Pablo Outdoor collection, design Vincent Van Duysen. bebitalia.com

moza:k

B&B Italia Stores: Ortakdy Dereboyu Cad. No: 78 34347 Istanbul
T+90 212 327 0595 - F +90 212 327 0597

Cinnah Cad. No: 66/1 Cankaya/Ankara

T +90 312 440 0610 - F +90 312 440 0594
www.mozaikdesign.com - info@mozaikdesign.com
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MonoCco.io

Roportaj Interview: Merve Akar Akgiin

Giliniimiiziin yeni kazanimlariyla sanati bulugturma adina ortaya
¢ikan monoco.io; sanatgilar, sanatcilari temsil eden galeriler ve
koleksiyonler arasinda koprii olmay1 hedefleyen bir platform olmay:
hedefliyor. Merkezinde ¢agdas sanat olan monoco.io, yeni diinyanin
teknolojisi olan blok zinciri icerisinde degistirilemez akilli kontratlar ile,
bilgisayar tabanli dijital eserleri ya da fiziksel sanat eserlerinin 6zgiinliik
sertifikalarini glivence altina alacak ve sanat eserini daha izlenebilir hale
getirirken bir daha el degistirmesi durumunda sanat¢inin telif hakkini
sakl1 tutarak satis isleminden pay almasini saglayacak olan bu yeni
platforma dair kurucusu Selman Bilal’e merak ettiklerimizi sorduk

Emerged in the name of bringing art together with the new achievements
of today monoco.io aims to be a platform that aims to be a bridge between
the galleries that represent the artists and collectors. monoco.io, with
contemporary art at its center, will secure the certificates of authenticity
of computer-based digital or physical artworks, with immutable smart
contracts within the blockchain, the technology of the new world, and
will make the artwork more traceable, while keeping the copyright of
the artist in case it changes hands again and which will allow the artist
to get a share from the sales process, by keeping it confidential.

We talked with Selman Bilal, the founder of this new platform

En basit anlatimiyla blok zinciri teknolojisini kullanan bir “cagdas sanat platformu”
olan monoco.io’nun temelleri nasil atild1?

Sirket olarak ¢ok uzun zamandair blok zincir teknolojisini takip ediyoruz. Ayni zaman-
da kripto varliklar da sirketimizin ilgi alanlarindan biri. Ozellikle kardesim Siiha Bilal’in
bu alanda bilgili olugu ve benim de ¢agdas sanat alaninda koleksiyoner ve sanat¢i haklar:
konusundaki diisiincelerim ile beraber projenin ¢ikis noktasi belirmeye baglamisti. Kendi
biinyemizde bu konuda tecriibeli bir IT ekibinin varligiyla beraber bir ekip kurduk ve
proje ilizerine ¢aligmalara bagladik.

Yakin zamanda, B3 Koleksiyonu’nda yer alan eserlerin sigortalanmasinda sertifika bul-
ma siirecimizdeki zorluklarda bu konuda harekete gegmemize 6n ayak oldu; eserlerin 6z-
ginliik sertifikalarinin bazilarini bulmakta zorlandik, aralarinda eksikler oldugunu gor-
ditk. monoco’da kullanilacak teknoloji sayesinde verecegimiz dijital sertifikalama
hizmetiyle bu gibi sorunlara da bir ¢6ziim sunmus olacagiz.

Blok zinciri teknolojisini hem yapitlar1 izlemek hem de sanat¢inin haklarini koru-
mak amacryla kullanacaginizi belirtiyorsunuz. Buray1 biraz agabilir misiniz? Blok
zinciri kullanan bir ¢agdas sanat platformuyla kullanmayan bir ¢cagdas sanat platfor-
munun farklari nelerdir?

Son zamanlarda, NFT iizerinden kolay para kazanma arzusu i¢inde her seyin ¢ok hizli
titketildigini ve ortada niteligi az ¢alismalar oldugunu gériiyoruz. Aslinda bu teknolojinin
g6z ard1 edilen en 6nemli kismi, beraberinde getirdigi pek ¢ok fayda saglamasi. Bunlar
arasinda en One ¢ikanlara 6rnek olarak, seffaflik ve merkeziyetsiz yapisiyla birlikte sanat-
¢inin telif haklarinin bozulmadan korunuyor olmasi verilebilir.

Her esere 6zel yaratilan akilli kontratlar icerisine yazilabilecek miidahale edilemeyen
bilgiler sayesinde, olasi bir ikinci ve devami satiglarda sanat¢inin telif hakk: otomatik ge-
kilde kendi meta ciizdanina aktariliyor olacak. Sanat¢1 hem eserinin el degistirmesi anin-
da onun hangi ciizdanlar arasinda hareket ettigini gorebilecek, hem de 6nceden belirledi-
gi sanatq1 yiizdesi ile telif hakkini almaya devam edebilecek. Giiniimiizde fikri miilkiyet
kanununda dahi olan telif hakki ne yazik ki bazi sebeplerden dolayi sanatgilar tarafindan
elde edilemiyor. Bu durum, blok zinciri iizerinden saglandiginda, kimseye bagli kalmadan
sanatgiya ait bir sekilde devam edebilir. Bu teknolojiyi kullanarak bir cagdag sanat platfor-
mu yaratmamizdaki en bityitk motivasyonlarimizdan biri de buydu.

Monoco.io iizerinde bir blog sayfasi da bulunacak. Peki buradan diizenli olarak ya-
yincilik yapmaya baslama fikriniz var mi?

Yalnizca gagdas sanat odakli eserlerin bulunacag: ve sanat¢i haklarin1 koruma konu-
sunda hizmet verebilecegimiz monoco’da, bilgilendirici bir blog kisminin da yer almasini
6nemli buluyoruz. Her ay en az iki 6zgiin igerik, iki ulusal alanda yayinlanmis metinlerin
cevirilerini bu blog’da paylasacagiz. Blok zincir teknolojisinin artilarini ve eksilerini bera-
ber konusmak, yenilikleri birlikte takip edebilmek adina platform icerisinde en deger ver-
digimiz alanlardan biri oldu. Ileride buraya dair ¢ok daha gesitli fikirlerimiz var, gelistir-
mek adina simdiden ¢aligmalara bagladik.

Sanatcilar, kurumlar ve koleksiyonerler arasinda bir koprii olarak konumlanmayi
hedefliyorsunuz. Bu baglamda ¢alisma stratejiniz temsiliyetler iizerine mi kuruluyor
yoksa abonelik sistemi mi isleyecek?

monoco’da var olan herhangi bir sanatg1 ve/veya eser i¢in bir abonelik sistemi bulun-
muyor. Galeriler tarafindan temsil edilen ya da bagimsiz ¢alisan sanatgilar, diledikleri
eserleri platform iginde listeleyebilecek, diledigi zaman geri ¢ekebilecek ve ya yeni bir
eserle degistirebilecekler. Kurdugumuz sistemde eserler satin alinma esnasinda blok zin-
cirine yazilmak tizere listeleniyor olacak. Bu da demek oluyor ki; sanatcilar ya da kurum-
lar sat1g olmadig1 takdirde diledikleri degisikligi yapmak konusunda ézgiirler.

Merkeziniz Londra’da bulunuyor olmasi ve Decentraland isimli metaverse platofor-
munda aldiginiz arazi ve iizerine iinlii bir mimar tarafindan “insa edilen” yapiniz mo-
noco.io’ya nasil eklemlenecek?

Merkezimizin Londra’da olmasini tercih etmemizdeki en biiyiik sebepler arasinda, mo-
noco’yu uluslararasi bir projeye doniistiirmek ve bu sayede Tiirk cagdas sanatinin diinya-
daki gortiniirliigiine katki saglamak var. Ayrica kripto para birimi tizerinden yapilacak is-
lemlerde regiilasyonlarin olmasi olarak 6zetleyebilirim.

Mimarimiz Han Timertekin’le beraber Aga Han 6diillii B2 Evi sonrasi, beraber pek
¢ok bina ¢aligmalar1 daha yaptik. Meta diinyada var olmaya karar verdikten sonra, arayis-
larimiz sonucu buldugumuz arazide de Han Timertekin’le ilerlemeyi uygun gordiik ve
kendisine bu fikirle gittigimizde o da ¢ok heyecanland.. Sirket biinyemizde yer alan tiim
¢aligma alanlarimiz burada yer verecegiz. Bilsart ve monoco’nun sergi mekénlari olacak.
Burada teknolojiye uygun kiiratéryel sergiler diizenleyip, cesitli alternatifler yaratmay1 he-
defliyoruz.

monoco.io, 15 Nisan 2022 itibariyle tiim kullanicilara agilmis olacak; ilgilenen, merak
eden herkesin platformu takip etmesini 6neriyorum.

How did the foundations of monoco.io, a “contemporary art platform” using block-
chain technology, be laid in its simplest terms?

As a company, we have been following blockchain technology for a very long time. At
the same time, crypto assets are one of our company’s areas of interest. Especially with
my brother Sitha Bilal’s knowledge in this field and my thoughts on the rights of collec-
tors and artists in the field of contemporary art, the starting point of the project began to
emerge. We formed a team with the presence of an experienced IT team within our own
body and started working on the project.

Recently, the difficulties in our certification process for ensuring the works in the B3
Collection have led us to act in this regard; We had a hard time finding some of the origi-
nality certificates of the works, we saw that there were some missing items. Thanks to the
technology to be used in monoco, we will provide a solution to such problems with the
digital certification service we will provide.

You state that you will use the blockchain technology both to monitor the works
and to protect the rights of the artist. Can you be more explicit here? What are the
differences between a contemporary art platform that uses blockchain and a contem-
porary art platform that does not?

Recently, we saw that everything is consumed very quickly in the desire to make easy
money on NFT and there are studies of low quality. In fact, the most overlooked part of
this technology is the many benefits it brings. An example of the most prominent among
them is the fact that the copyright of the artist is preserved intact, together with its trans-
parency and decentralized structure.

Thanks to the intangible information that can be written into the smart contracts cre-
ated specifically for each work, the artist’s copyright will be automatically transferred to
his own meta wallet in a possible second and subsequent sale. The artist will be able to see
which wallets his work moves between at the time of the change of hands and will contin-
ue to receive the copyright with the artist percentage that he has determined beforehand.
Unfortunately, the copyright, which is included in the intellectual property law, cannot
be obtained by the artists due to some reasons. When this is provided through the block-
chain, it can continue to belong to the artist without being tied to anyone. This was one
of our biggest motivations in creating a contemporary art platform using this technology.

There will also be a blog page on Monoco.jo. So, do you have an idea to start pub-
lishing regularly from here?

We find it important to include an informative blog section in monoco, where only
contemporary art-oriented works can be found and where we can provide services to pro-
tect the rights of artists. Every month, we will share at least two original content and trans-
lations of two nationally published texts on this blog. Talking about the pros and cons of
blockchain technology together and being able to follow the innovations together has
become one of the areas we value most in the platform. We have much more diverse ideas
about this place in the future, we have already started working to develop it.

You aim to be positioned as a bridge between artists, institutions and collectors. In
this context, is your working strategy based on representations or will the subscrip-
tion system work?

monoco.io does not have a subscription system for any existing artist and/or work.
Artists represented by galleries or working independently will be able to list the works
they wish on the platform, withdraw them at any time or replace them with a new work.
In the system we have established, the works will be listed to be written on the blockchain
at the time of purchase. That means; artists or institutions are free to make any changes
they wish if there is no sale.

Since your headquarters is in London, how will the land you bought on the meta-
verse plateau called Decentraland and your building “built” on it by a famous archi-
tect be articulated to monoco.io?

One of the biggest reasons why we prefer our center to be in London is to transform
monoco into an international project and thus contribute to the visibility of Turkish con-
temporary art in the world. I can also summarize it as the existence of regulations in trans-
actions to be made over crypto currency.

Together with our architect Han Tiimertekin, we have done many more building works
together after the Aga Han award-winning B2 House. After we decided to exist in the meta
world, we decided to move forward with Han Tiimertekin on the land we found as a result
of our searches, and when we went to him with this idea, he was also very excited. All of
our work areas within our company will be included here. Bilsart and monoco will have
exhibition spaces. Here, we aim to organize curatorial exhibitions suitable for technology
and create various alternatives.

monoco.io will be available to all users as of April 15,2022; I reccommend everyone who
is interested and curious to follow the platform.
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Insan ve teknoloj
arasindaki diyalekt
tasanm sureclen
The dialectic design
processes of peopl
and technology

Yazi1 Text: Selguk Artut

Tasarim stireglerini sekillendiren farkli
teknolojik bilesen 6rnekleriyle Selcuk Artut,
tasarim ve teknolojinin gliniimiizde ne denli i¢ ice
gectigini ve insanin bu iligkideki roliinii sorguluyor

Selcuk Artut questions how design and technology
are intertwined today and the role of humans in this
relationship with the examples of different technological
components that shape design processes

Tasarim kavrami yakin dénemde pek ¢ok kisinin ilgi odagina yerlesti. Neredeyse tasa-
rim kelimesi; yaratmak, tiretmek gibi alisilagelen kelimelerin dahi biiyiik dl¢iide yerini
aldi1 denebilir. Artik restoranda yediginiz yemek veya yola ¢iktiginiz yaz tatili bile bir
tasarim hadisesi olarak degerlendirilebiliyor. Tasarimin bu derecede yayginlasmasina
sebep olan temel unsurlar nelerdir diye sorguladigimizda yasanilan bu siirecin, dijital
teknolojilerin yayginlasmasiyla ayn1 donemlerde Ortiisiiyor olmasi elbette bir tesadiif
degil. Endistrilesmeyle giderek yayginlasan cesitli teknolojik aparatlarin hayatlarimi-
zin temel bilesenleri haline gelmesinin pesi sira zihin odakli yeteneklerimize yonelik
kolaylastiric1 ve destekleyici gelismelerin de dijital evrimle birlikte giiniimiizde siklik-
la boy gosterdigini gormekteyiz. Bilgisayarlar insanlarin ¢6ziim bulmaya ¢alistig1 ko-
nularda en stk danistiklar1 teknolojik aparatlar haline geldi. Bu gelismeler 15181nda
konuya tasarim odakli baktigimizda ise yiizyillardir devam eden tasarim disiplininin,
dijital teknolojiler beraberinde ortaya ¢ikan zengin simiilasyon ortamlari, farkl dii-
stinme bi¢imlerine firsat veren gelistirme bilesenleri, iiretim yontemlerindeki yenilik-
ler gibi gelismeler neticesinde ge¢mise oranla oldukga farkli boyutlara dogru hareket
halinde oldugunu séylemek gerekiyor.

Insan nasil tasarlar sorusunun cevabini bulmak hayli giictiir. Tasarlamak, bir tasa-
rimcinin sahip oldugu bilgi birikimi ve becerileri neticesinde yapilandirilmis bir dii-
stincenin somutlagtirilmasi olarak yorumlansa da bu tanim giiniimiiz i¢in artik yeterli
olmamaktadir. Ciinkii tasarim ugras, isin baginda bir kisi de olsa artik salt insana dair
bir etkinlik olmaktan olduk¢a uzaklasti. Istisnalar olmakla beraber, giiniimiize bakti-
g1mizda bazi tasarimcilar tek baslarina ig tiretiyor gibi goziikselerde bu siirecin olmaz-
sa olmaz1 haline gelmis olan teknolojik bilesenleri g6z ard1 etmemiz haksizlik olur.
Insan ve teknolojinin birlikte iiretmeye ve yaratmaya olan ortak ¢abasindaki diyalek-
tik ugrasi anlamaya ¢alismadan teknolojiyi halihazirda varsayilan bir girdi olarak ka-
bul etmek, hem tasarimcinin hem de teknolojinin operasyonun basit birer pargalar:
olarak goriilmesinden 6teye gecilmedigi kisir bir yaratim siirecine sebep olabilmekte-
dir. Oysa insan teknoloji birlikteligini operasyonel anlamdan 6teye tastyan yaratici
yaklagimlarin da giin gegtikge arttigini gérmekteyiz. Kanimca tasarim ve teknoloji
konusu zaten igte tam bu noktada heyecan kazaniyor.
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The concept of design has recently become the point of interest for many people. It
is possible to say that the design world has largely replaced even very common words
such as creating and producing. Even the meal you eat at the restaurant or the sum-
mer vacation you set out on could be considered a design event. It is not a coincidence
that this process coincides with the spread of digital technologies when we question
what the main factors that caused the design to become so widespread are. Along with
the fact that various technological apparatuses, which have become increasingly wide-
spread with industrialization, are now the basic components of our lives. We see that
facilitating and supporting developments for our mental-oriented abilities frequently
appear in our daily lives through the digital evolution. Computers have become the
technological apparatus that people consult most frequently on the issues they are try-
ing to find solutions. When we look at the subject with a design focus in the light of
these developments, it is necessary to say that the design discipline, which has been
going on for centuries, is on the move towards quite different dimensions compared
to the past, as a result of developments such as rich simulation environments that have
emerged with digital technologies. These development components allow different
ways of thinking and innovations in production methods.

It is not easy to find the answer to how people design. Although designing is inter-
preted as the embodiment of a structured thought resulting from a designer’s knowl-
edge and skills, this definition is no longer sufficient today. The work of design is far
from being a purely human activity, even if one person is doing the work. Although
there are exceptions, it would be unfair for us to ignore the technological components
that have become indispensable for this process today, even though some designers
seem to be producing work on their own. Accepting technology as a default input
source without trying to understand the dialectical effort in the joint effort of humans
and technology to produce and create together can lead to a vicious cycle of a creative
process in which both the designer and the technology are seen as simple parts of the
operation. However, we see that the creative approaches that carry the human-tech-
nology togetherness beyond the operational meaning are increasing by the day. In my
opinion, the subject of design and technology is already getting exciting at this point.

GENERATIVE DESIGN, HAVACILIK ALANINDA YAPILMIS BIR TASARIM UYGULAMASI GENERATIVE DESIGN FOR AEROSPACE AIRBUS, CREATIVE COMMONS WWW.FLICKR.COM/PHOTOS/ARSELECTRONICA/29308799875
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Tasarlamak, bir tasarimcinin sahip
oldugu bilgi birikimi ve becerileri
neticesinde yapilandirilmuig bir
diisiincenin somutlastirilmasi olarak
yorumlansa da bu tanim giiniimiiz i¢in
artik yeterli olmamaktadir. Ciinkii
tasarim ugragsl, isin basinda bir kisi de
olsa artik salt insana dair bir etkinlik
olmaktan oldukga uzaklagt.

Ozellikle giiglii bir bilisim alt yapisina sahip olan birgok uygulama tasarimcilara
hayallerinin 6tesinde yer alan ve ¢oklu sayida secenek barindiran birgok ihtimali ko-
laylikla sunabiliyor. Bu tiir uygulamalar1 kullanan tasarimecilar ise icine girdikleri tek-
nolojik tasarim yolculugunda sahsi miidahaleleri ve firsat kogsullandirmalari neticesin-
de ortaya ¢ikan tasarim sonuglar1 karsisinda siirekli bir geri bildirim haliyle 6zgiin
bi¢imlerde tasarim yapmaya devam ediyorlar. Bu noktada tasarimcilarin sergiledikleri
karar verme siiregleri nihai sonuca ulasmada olduk¢a 6nemli bir yere sahip olsa da isin
s6z konusu kararlar 1181nda birlikte ilerleyen bir de teknolojik iterasyon boyutu var.

1988’de Almanya’da bulunan Osnabriick’de yapilan Avrupa Medya Sanat1 Festiva-
li'ndeki roportajinda Flusser sistemleri iki kompleksite seviyesinde tanimlamaktadir:
“Yapisal kompleksite” ve “Islevsel kompleksite”(1) Yapisal kompleksiteye sahip sis-
temler sahip olduklar: bilesenler agisindan incelendiginde (6rnegin bilgisayar) anlagil-
mast son derece zor ve karmagik bir alt yapiya sahiptirler. Islevsel kompleksiteye sahip
sitemlerde ise bu sistemlerin kullanimi neticesinde son derece karmagik sonuglar elde
edebilmek miimkiindiir. Flusser islevsel kompleksiteye 6rnek olarak ise aslinda yapisal
kompleksitesi son derece basit bir oyun olan satranci gostermektedir. Satrang, belli
stratejilerle kurgulanan ve farkli bicimlerde ortaya konulan oyunlarin gelistirilmesine
yo6nelik sahip oldugu zengin islevsel kompleksite a¢isindan diinyanin en kompleks ya-
pilarindan biridir. Ancak tasarim agisindan Flusser’in bu gézlemindeki en can alic
nokta yapisal ve islevsel kompleksitenin yaraticilik tizerindeki etkileridir.

Yukarida belirttigimiz iizere bilgisayar yapisal kompleksitesi oldukga yiiksek bir
teknolojik aparattir. Ancak bu sistemin iglevsel kompleksitesinin hangi seviyelerde
olusacag1 meselesi ise tamamen kullanicilarin davranislarina baglidir. Ornegin, bilgi-
sayar kargisinda basit anlamdaki giinlik ihtiyaglarini gidermekten 6te bir iligki i¢inde
olmayan bireyler dogal olarak bu kompleksiteyi son derece zayif olarak hissetmekte-
dirler. Diger yandan ise bilgisayar ile tasarim ugrasi icinde olan bir kisinin deneyimle-
digi islevsel kompleksite ve ortaya ¢ikan olasi sonuglar 6nceki 6rnege kiyasla cok daha
gelismis bir yapiya sahip olacaktir. Fakat bu kompleksiteyi ve beraberinde olusan so-
nuglar1 daha da ileriye tasimak, bilisim ve tasarimi -aslinda daha genel anlamda tek-
noloji ve insani- birbirine yaklastirmak ile miimkiin olabilmektedir.

Tasarimci neredeyse tasarim ortamini tasarlayacak seviyede tiim ihtiyaglarina y6-
nelik bir sistemin gelismesine imk4n verecek bilgi, beceri ve esneklikle kusatildiginda,
insan ve teknoloji birlikteliginde sakli duran diyalektik yaraticilik olgusu bir anda son
derece belirgin bir etkinlik kazanmaktadir. “Diyalektik Yaraticilik” haline doniisen
kargilikli etkilesimler bilgisayarin sahip oldugu yapisal ve islevsel karigikligin farkli
boyutlarinda meydana gelmektedirler.(2)

Bu alanda somut bir 6rnek vermek gerekirse Autodesk firmasinin gelistirdigi Fusi-
on 360 yazilimi i¢inde yer alan Generative Design(3) tanimini incelemekte fayda var.
Kullanicilara tasarim agisindan konforlu bir kesif siireci sunan Generative Design, tasa-
rimdan iiretime tiim siireci hizlandirirken bulutun ve makine 6greniminin giiciinden
yararlanan bir yapay zeka bi¢imi olarak tarif edilmektedir.(4)

Bu uygulamada tasarimcilar, performans veya mekénsal gereksinimler, malzeme-
ler, iiretim yontemleri ve maliyet kisitlamalar1 gibi parametrelerle birlikte bir¢ok tasa-
rim hedeflerini yazilima belirtmektedirler. Yazilim, hizli bir sekilde tasarim alternatif-
leri tireterek bir ¢oziimiin tiim olasi permiitasyonlarini aragtirarak neyin ise yarayip
neyin yaramadigini her yinelemede yeniden test etmekte ve kullanicilarin tercihleri
neticesinde tasarim kararlarina ortak olmay: dahi kendiliginden 6grenmektedir.

Giiniimiizden yaklagik yirmi y1l nce Italya'daki Ivrea Etkilesim Tasarimi Enstitiisii'n-
de yazilan bir yiiksek lisans tezinin gergek bir iiriine déniismesi sonrasinda tasarim tari-
hinde yeni bir rénesans devri yasanmaya basland1. O giine kadar kullanilmasi i¢in ciddi
seviyede uzmanlik gerektiren mikroislemciler yerine programlamasi ve tizerinde caligil-
masi kolay hale getirilmig Arduino isminde yeni bir sistem gelistirildi. Bu sayede {iriin ve
etkilesim tasarimu disiplinleri arasinda islevsel kompleksitesi oldukg¢a yiiksek diyebilece-
gimiz 6nemli bir baglant1 gerceklestirilmis oldu. Tasarimcilar gelistirdikleri fikirlerde Ar-

Although designing is
interpreted as the embodiment
of a structured thought resulting
from a designer’s knowledge
and skills, this definition is
no longer sufficient today.

The work of design is far from
being a purely human activity, even
if one person is doing the work.

Many applications, especially those with a strong IT infrastructure, can easily of-
fer designers many possibilities beyond their imaginations, offering multiple options.
Designers who use such applications, on the other hand, continue to design in original
ways with constant feedback in the face of the design results that emerge as a result of
their interventions and opportunity conditioning in the technological design journey
they have launched. At this point, although the decision-making processes exhibited
by the designers have a very important place in reaching the final result, there is also a
technological iteration dimension that moves together in light of these decisions.

In an interview at the European Media Art Festival in Osnabriick, Germany, in
1988, Flusser defined systems at two levels of complexity: “Structural complexity” and
“Functional complexity”’(1) When systems with structural complexity are examined
in terms of their components, for example, computers, they have an extremely dif-
ficult and complex infrastructure to understand. In systems with functional complex-
ity, it is possible to obtain extremely complex results as a result of the use of these
systems. Flusser cites chess as an example of functional complexity, which is a game
with elementary structural complexity. Chess is one of the most complex structures
in the world in terms of its rich functional complexity for developing games that are
designed with specific strategies and presented in different ways. However, the most
crucial point in Flusser’s observation in terms of design is the effects of structural and
functional complexity on creativity.

As mentioned above, the computer is a technological apparatus with a very high
structural complexity. However, the question of at what level the functional complex-
ity of this system will occur depends entirely on the behavior of the users. For example,
individuals who are not in a relationship other than meeting their simple daily needs
with the computer naturally feel this complexity as weak. On the other hand, the func-
tional complexity experienced by a person who is engaged in design with a computer
and the possible results will have a much more advanced structural experience com-
pared to the previous example. However, moving this complexity and the results that
come with it further is possible by bringing information and design, in fact, the human
being and technology in general, closer together.

When the designer is surrounded with the knowledge, skills, and flexibility that will
allow the development of a system for almost all their needs, at the level of designing
the design environment, the dialectical creativity phenomenon, which is embedded in
the unity of human and technology, suddenly gains a very prominent effect. Interac-
tions that turn into “Dialectical Creativity” occur on different levels of the structural
and functional complexity of the computer. (2)

It is useful to examine the definition of “Generative Design” (3) in the Fusion 360
software developed by Autodesk to give a concrete example in this area. Generative De-
sign, which offers users a comfortable discovery process in terms of design, is described
as a form of artificial intelligence that takes advantage of the power of the cloud and
machine learning while speeding up the entire process from design to production. (4)

Designers specify many design goals to the software, along with parameters such
as performance or spatial requirements, materials, production methods, and cost
constraints in this application. The software quickly generates design alternatives,
researching all possible permutations of a solution, retesting what works and what
doesn’t at each iteration, and even learning to participate in design decisions as a result
of users’ preferences.

After a master’s thesis, written at the Ivrea Interaction Design Institute in Italy
about twenty years ago, was turned into a real product, a new renaissance period be-
gan to be experienced in design history. Instead of microprocessors, which required
a serious level of expertise, a new system called Arduino, which was designed to be
easy to program and work on, was developed. In this way, an important link between
product and interaction design disciplines, which we could say with a very high func-
tional complexity, was established. Designers have achieved new dimensions in their

duino’yu 6zgiirce kullanarak yaraticiliklarinda yepyeni boyutlar elde ettiler. A¢ik dona-
nim lisansi ile Arduino’nun tiim iiretim detaylarina dair kaynaklarin 6zgiirce paylagilmasi
neticesinde tiriiniin gelistirilmesinde ciddi bir kitlesel katilim olugtu. Belki de hi¢ beklen-
medik bir bicimde Arduino, tasarim kavraminin bugiin bu kadar ¢ok konugulmasina se-
bep olan 6nemli etmenlerden biri haline geldi. Artik etkilesimli bir @iriin tasarimi proje-
sinde prototip gelistirme anlaminda ilk akla gelen tasarim aparat1 olan Arduino, her
yastan insanin kolaylikla ulasabilecegi ve yeni fikirler gelistirebilecegi 6nemli bir platform
olarak tasarim diinyasinda hatiri sayilir bir yere sahip oldu. Bu bagarinin altinda Flusser’in
altuni ¢izdigi islevsel kompleksite yapisinin yattigini da tekrar belirtmekee fayda var. Tek-
nolojik sistemler islevsel kompleksite kazandik¢a onlarla birlikte ge¢irdigimiz tasarim
stireglerinin neticeleri bizim hayal ettigimiz boyutlarin 6tesine gegebilmekte ve diyalektik
yaraticilik 6zgiin fikirlerin ortaya ¢ikmasinda son derece etkili bir hale gelebilmektedir.

Yakin dénemde 6nemli bir ilgi odagina dontigsen bir bagka olgu olan yapay zeka
kavrami ise tasarim diinyasinda gelecege dair 6nemli bir potansiyel olarak kargimiz-
da durmakta. Yapay zeka4, bilisimsel tasarim aparatlarimizda farkli bicimlerde boy
gostermeye bagladi. En basitinden bir resmi oldugu ¢6ziiniirlitkten daha ¢ok biiyiit-
mek i¢in dahi artik yapay zekdnin algoritmalarini kullanarak tatmin edici sonuglar
elde etmek miimkiin hale geldi. Gergek olan ve olmayani birbirinden ayirmamizin
imkansiz hale geldigi bircok gorsel 6geyi yapay zekdnin nimetlerini kullanarak ko-
laylikla elde edebiliyoruz. Ancak insan ve teknoloji birlikteligindeki bu simbiyotik
iligkiyi iki taraftan okumakta fayda var. Insanlar teknolojiyi olabildigince dzgiir bir
bi¢imde kullanirken ayni bigimde teknolojinin de insanlara kars1 zaruri ihtiyaglan
bulunmakta. Ozellikle yapay zeka konusu ele alindiginda, makinalarin égrenmele-
rine imkén veren bilgi kiilliyatinin insan medeniyetinin ge¢misten bugiine kadar
araliksiz siiregelen gelisiminden beslendigini géz ard1 edemeyiz. Ve hatta bugiin bel-
ki de ge¢mise oranla teknolojinin insanlara ¢ok daha fazla ihtiyaci bulunuyor. Bu
konudaki en ¢arpici ¢aligma alanlarindan biri olarak otonom siiriis sistemleri tizeri-
ne yapilan aragtirmalardan bahsedebiliriz. I¢lerinde MIT, Max Planck Enstitiisii,
Exeter Universitesi gibi birgok bilinen kurumun yer aldig1 4hldk Makinas: (Moral
Machine) isimli projede otonom sistemlerin olasi bir kaza aninda nasil hareket et-
meleri gerektigine dair kararlarin tespit edilmesine galigtyor.(5) Bu tespitlerin gelis-
tirilmesinde ise kitlesel bir goriisiin olusturulabilmesi i¢in igeriginde kullanicilara
yo6nelik bir¢ok sorunun bulundugu bir internet sitesi gelistirilmig bulunmakta. Site-
de verilen bilgiye gore;

Bu ¢alismada, ahlki ikilemlerle kars1 karsiya kaldiklarinda makinelerin nasil karar
vermesi gerektigine dair insan gériisiiniin kitle kaynakli bir resmini olugturmak ve kit-
le kaynakli potansiyel senaryolarin tartisilmast i¢in bir platform saglayarak tartigmayi
daha ileriye tagimak amaclanmaktadir.

Ancak bahsettigimiz size yoneltilen bir seri soruyu cevaplamaya kalktiginizda tize-
rinizdeki sorumlulugun ne kadar agir oldugu gergegi ile karsilagiyorsunuz. Size soru-
lan sorularda 6rnegin bir kaza aninda karsidan karsiya gegmekte olan yash bir bireyin
mi yoksa geng bir bireyin mi hayatinin tehlikeye sokulmasi gerektigi gibi icinden ¢ikil-
mas1 oldukga zor kararlar1 vermeniz bekleniyor. Tiim bu kararlar neticesinde de maki-
nalarin ahlaki modelinin geligtirilmesi hedefleniyor.

Psikoloji’de Vagon Ikilemi (7Trolley Problem) olarak da bilinen etik karar verme sii-
reglerini inceleyen bu meselede insana dair ahlak, sagduyu, vicdan, inang, hukuk gibi
bir¢ok kavram bulunmaktadir. Iste bu noktada otonom bir arag tasarimi iizerine gali-
sacaksaniz teknolojinin de insanlara gereksinimi kag¢inilmaz bir hale gelmektedir.
Ciinkii yukarida bahsettigimiz insana dair kavramlar teknolojinin ruhunda yer edin-
mesi muhtemel olmayan seylerdir. Tasarim ve teknolojiler 6zelinde baktigimizda in-
san ve teknoloji arasindaki birlikteliklerin saglikli kurgulanmasi meselesi tizerinde
¢ok daha fazla diigiiniilmesi gereken bir konu olarak karsimizda durmaktadir.

1) Vilém Flusser roportaji, 1988, Osnabriick https://www.youtube.com/watch?v=j3z05kB_Qt8
2) Artut, S. (2021). Insan ve Teknoloji Birlikteligi Ekseninde Beliren Diyalektik Yaraticilik Kavrama.
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creativity by freely using Arduino to realize their ideas. As a result of the open-source
software on all production details of Arduino, there was serious mass participation in
the development of the product. Perhaps unexpectedly, Arduino has become one of
the crucial factors that cause the concept of design to be discussed so widely today.
Arduino, which is now the first design tool that comes to mind in terms of prototype
development in an interactive product design project, has a big place in the design
world as an important platform where people of all ages can easily access and develop
new ideas. Again, it is worth mentioning that the functional complexity structure un-
derlined by Flusser lies behind this success. As technological systems gain functional
complexity, the results of the design processes we spend with them can go beyond the
dimensions we had imagined. Dialectical creativity can become highly effective in the
emergence of original ideas.

The concept of artificial intelligence, another phenomenon that has recently become
a critical point, stands before us as an essential source of potential for the future in de-
sign. Artificial intelligence appears in different forms in our computational design appa-
ratuses. It is now possible to obtain satisfactory results using algorithms of artificial intel-
ligence, to enlarge a picture beyond its current resolution, for example. Using artificial
intelligence’s abilities, we can quickly obtain many visual elements that make it impossi-
ble to distinguish between the real and the unreal. However, it is helpful to interpret this
symbiotic relationship between humans and technology from both sides. While people
use technology as freely as possible, technology also has the essential needs of people.
Especially when the subject of artificial intelligence is considered, we cannot ignore that
the information corpus that allows machines to learn is fed by the continuous develop-
ment of human civilization from past to present. And today, perhaps, technology needs
people much more than it had in the past. As one of the most striking fields of study on
this subject, we could discuss the research on autonomous driving systems. The project
called Moral Machine, which includes many well-known institutions such as MIT, Max
Planck Institute, Exeter University, tries to determine how autonomous systems should
actin a possible accident. (5) In developing these decisions, a massive effort was made to
create an opinion through a website that contains many questions for users. According
to the information given on the website;

This study aims to 1) build a crowdsourced picture of the human perspective on
how machines should make decisions when faced with moral dilemmas and 2) ad-
vance the discussion by providing a platform for discussion with potential crowd-
sourced scenarios.

However, when you try to answer a series of questions that we have mentioned di-
rected at you, you encounter the reality of how heavy your responsibility is. With these
questions, you are expected to make tough decisions, such as whether an older person’s
life or a young person crossing the road should be put in danger in an accident. As a re-
sult of all these decisions, the goal is to develop the moral model of the machines.

This issue, which examines the ethical decision-making processes, also known as
the “trolley problem,” includes many human concepts such as morality, common
sense, conscience, faith, and law. At this point, if you are going to work on an autono-
mous vehicle design, technology’s need for people becomes even more indispensable.
The human concepts we discussed above are things that are unlikely to be situated in
the soul of technology. When we look at design and technologies, in particular, the
issue of the healthy construction of the associations between humans and technology
stands before us as a subject that needs to be discussed and considered further.

1) Vilém Flusser interview, 1988, Osnabriick https://www.youtube.com/watch?v=j3z05kB_Qt8
2) Artut, S. (2021). Insan ve Teknoloji Birlikteligi Ekseninde Beliren Diyalektik Yaraticilik Kavrama.
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Tasanmin gelecegi:
Dijital teknolojiler ve
sanal gerceklikler
The future of design:
Digital technologies
and virtual realities

Roportaj Interview: Liana Kuyumcuyan

Dijital kiirator Tugce Karatas ile metaverse, yapay zeka,
sanal gerceklik, semantic web gibi kavramlara deginerek dijital
teknolojilerin tasarimin gelecegine etkisi tizerine konustuk

We talked with digital curator Tugge Karatag about the effects of
digital technologies on the future of design by touching on concepts
such as metaverse, artificial intelligence, virtual reality, semantic web
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Dijital teknolojiler konusu Tiirkiye’de de artik yurt disinda oldugu kadar giindemde. Bu
araglar giindelik hayatin i¢ine sizmig durumda. Sadece tasarim, sanat ya da mimari de-
gil, her disiplinde tercih ediliyor. Disiplinler arasi1 ve birden fazla alanda ¢alisabilmek
6nemli hale geldi.

Kesinlikle sana katiliyorum. NFT, metaverse gibi konularda artik herkesin giindeminde.
Bu beni aslinda ¢ok heyecanlandiriyor. Ben ii¢ yil 6nce bu alanda doktora yapmaya bagladi-
gimda halihazirda disiplinlerarasi galistigimi sanryordum, ama isin igine girdiginizde daha
once karsilasmadiginiz bir siirii alanda bilgi yiikklenmeye basliyor ¢iinkii bir alana tek bir
noktadan baktiginizda artik dogru bilgiye ulagamiyorsunuz. Teknoloji sadece tasarimi etki-
lemiyor, her alanda déntigiimlere sebep oluyor. Teknoloji artik hayatlarimiza girdi ama héla
hig kimse tasarimin ya da sanatin hayatlarina bire bir nasil etki ettigini tam olarak algilaya-
miyor bence. Bu yiizden de biz tasarimcilar hep bir kenarda bu alanin 6nemini vurgulamaya
calisiyoruz. Aslinda tasarim bir sistemler biitiinii; sadece giizel renkler ya da estetik objeler-
den bahsetmiyoruz. Pek bilinmese de “iyi tasarim”1n da belli ilkeleri var. Bu yiizden de tasa-
rimin bir sistemler biitiinii oldugunu diisiinerek bir tasarim objesine tek bir alandan degil
daha genis bir perspektifle yaklagmaliyiz. Ek olarak, teknolojinin girmesiyle isin i¢ine bilim
de giriyor, dolayisiyla prosediir, teknik ve yontem de. Bu yiizden de tabii ki tasarim pratigi
de farklilagiyor ve gelisiyor. Ve bence teknolojiyle i¢ ice gegmis alanlar gelecekte ¢ok daha
6nem kazanacak.

2018 yilinda Design Unlimited’1n dordiincii sayisinda ele aldigimiz maker’11k konu-
su ile evlere 3B yazicilarin girmesi ve tasarimcinin degisen roliinii cok¢a konusuyorduk.
Bugiin ise giindelik hayatlarimiza o kadar da giremediklerini gérdiik. $imdi ise NFT
gibi, daha iki boyutlu isler tasarimin giindeminde. Bunun da ne kadar uzun soluklu ola-
cagini, tasarim ve sanat iiriinlerini ne kadar doniistiirecegini ve ne zaman sona erecegini
de konusmak 6nemli. 2020’de Pandemi siirecinde tasarim sayisin1 yaparken sergi mekan-
larinin sanal ortama taginmasi ve sanat eserlerinin bu platformlarda izlenmesi iizerine
yazmustin. Bugiin hila pandemi devam ediyor, biz ise fiziksel mekénlara déndiik. O d6-
nemden bu yana yok olan ve giincel kalan alanlar neler, nasil araglar gelisti diye sormak
istiyorum.

Teknolojik gelismelerden yola gikacak olursak dnce hayatlarimiza Internet’in girmesiyle
Web 1.0 dedigimiz alan agild, simdi Web 2.0’da daha ¢ok a¢ik kaynakli platformlar sayesin-
de, kullanicilar olarak igerik iiretmeye bagsladik. Dolayisiyla gelecekte Web 3.0 dedigimiz
alanda -buna semantic web ya da web of data deniyor- biitiin verileri anlamli bir sekilde bir-
birine baglamaya ¢alisiyoruz. Bunun bir uzantisi da metaverse dedigimiz ¢oklu dijital evren-
ler. Dolayisiyla teknolojinin ve bilimin geldigi noktada bu spekiilatif terimleri ve kavramla-
r1 sik¢a duymak beni sagirtmiyor. Bu teknigin kullanilmasi biitiin alanlara yayilacak ve
bilgiler bu sekilde genisleyecek ama sonra onlar da kiigiilecek. Ornegin app’leri diisiinelim,
herkes app tasarlayabiliyor yada social innovator olabiliyor. Ama bu app’lerin kagini kullani-
yoruz? Bu genisleme ileride kaginilmaz bir kiigiilmeye gidecek. $imdilik bu genisleme, bi-
zim agimizdan oldukga degerli ¢iinkii herkesin her alanda veri aglarina katki saglamasina ve
daha ¢ok veri girilmesine yariyor. Daha gok veri girildikge daha ¢ok bilgi ¢ikarabiliyoruz.

Aslinda NFT’ler de dijital koleksiyonlar da aslinda ayn1 amaca hizmet ediyor. Bu spekii-
latif tanimlar sayesinde insanlar daha fazla gelecege dair 6ngérii tiretebiliyorlar. Her alanda
oldugu gibi tasarim alaninda da da dijitale dogru bir egilim var. Aslinda biz tasarimcilar
dijital ortamda bir sey yaratmaya ¢ok uzak degiliz. Hayal ettigimiz seylerin ii¢ boyutlu ola-
rak tasarlanmasi ve bunlarin daha sonradan iki boyuta ¢evrilmesi biz tasarimcilar i¢in nor-
mal bir pratik. Cok fark etmesek de bu kaslarimiz zamanla gelisti. Ancak pandemi sayisinda
da bahsettigim gibi, bu iiretilen bilgileri birbirine baglayacak gelismis bilgi aglarini yarata-
madik. Benim bilgisayarimdaki ii¢ boyutlu ¢izimler dijital ortamda benden bagka hi¢ kim-
seye hizmet etmiyor ¢iinkii bu dijital araglan kullanirken tiretilen gikeilar: kisisel argivleri-
miz diginda bir yerde paylasamiyoruz. Galeriler ve miizeler de ayni sekilde koleksiyonlarini
dijital ortama aktarabiliyorlar, ancak bu verileri diger galeri ve miizelerde olan verilerle bag-
layamadiklar: igin, bu bilgiler ¢ogu zaman sadece kendi sistemlerinde kaliyordu. Dolayisy-
la daha genis kitlelere yayilamiyordu.

Su anda benim de ¢alistigim konu da dért katmanl Bilgi Piramidi (Bilgelik Hiyerarsisi)
tizerine; bu kisaca bir verinin bilgi olabilmesi, bilginin bilgi birikimine déniigebilmesi ve bu
birikimin bilgelik olabilmesi anlamina geliyor. Torino Universitesi’ndeki doktora tezim i¢in

MICROSOFT, TATE ORTAKLIGINDA,

MUZE KOLEKSIYONUNDA YER

ALAN RESIMLERDEKI DETAYLARI
INCELEYEBILEN VE SANAT ILE GUNCEL
ETKINLIKLER ARASINDAKI BAGLANTILARI
ORTAYA CIKARABILEN BIR ALGORITMA
OLAN RECOGNITION’IN GELISTIRILMESINI
DESTEKLEDI. GORSEL: MICROSOFT

IN PARTNERSHIP WITH TATE, MICROSOFT
SUPPORTED THE DEVELOPMENT OF
RECOGNITION, AN ALGORITHM ABLE

TO STUDY THE FEATURES IN PAINTINGS
HOUSED IN THE MUSEUM’S COLLECTION,
AND UNCOVER HIDDEN LINKS BETWEEN
ART AND CURRENT EVENTS.

IMAGE: MICROSOFT

Digital technologies are now a popular topic in Turkey, as much as abroad. These media
have leaked into everyday life. They are preferred in design, art, architecture, and all
disciplines. It has become essential to work across disciplines and multiple fields.

I totally agree with you. Hot topics such as NFTs or metaverse are nowadays on almost
everybody’s agenda. Actually, it stirs my blood. When I began my PhD research three years
ago, I was thinking that I had already worked transdisciplinary. However, the more you
are involved, the more you experience information overload from many fields since it is
impossible to obtain the exact information when you look at it from one perspective only.
Technology is not only influencing the design, but it transforms all fields. Technology has
become a part of our lives, but I believe that still not everybody actually perceives how
design or art influences their lives individually. So as designers, we are still the ones get-
ting this field into perspective all the time. Actually, design is a set of systems; we are not
referring to beautiful colours or aesthetic objects only. Despite being less known, “good de-
sign” has a set of design principles as well. Therefore, we need new approaches to design by
looking through a broader perspective, considering that design also consists of a set of sys-
tems. In addition, when it comes to technology, science also becomes involved in procedure,
technique, and method. So, undoubtedly, the practice of design is constantly being altered
and improved as well. Also, in my opinion, the fields interwoven with technology will be of
greater significance in the future.

In 2018, we discussed the theme of makers in the 4th issue of Design Unlimited, and
3D printers are becoming more and more popular in almost every house. The changing
role of the designer was talked about immensely. Today, however, we understand that
they did not become much of a part of our daily lives. And now, rather two-dimensional
works like NFTs are on the design agenda. It is also important to discuss whether this
will be lasting, how much it will transform design and works of art, and when it will end.
In 2020, during the pandemic period, while developing the 9th issue with the theme
of Design in pandemic times, you wrote about the substitution of virtual platforms for
exhibition venues, enabling works of art to be seen on these platforms. Today, the pan-
demic continues, but we went back to physical venues. I would like to ask you which
tools have gone and have stayed up to date since that period, and what kind of media
was developed.

As a matter of fact, both NFTs and digital collections serve the same purpose. Hence,
people now develop visions for the future using these speculative terms. As in many fields,
digital transformation is also seen in the field of design. Actually, as designers, we are not
that unfamiliar to design in the digital environment. It is a common practice for design-
ers, to create what we imagine three-dimensional and then convert it to two-dimensional.
Without even noticing that much, our practice has improved in time. However, as I men-
tioned in the 9th issue, we controversially failed to build up an advanced information infra-
structure that would interconnect the information produced. The three-dimensional draw-
ings on my computer do not serve anyone but me in the digital environment. Naturally,
when using these digital tools, we can’t share the output anywhere other than our personal
archives. Likewise, galleries and museums might digitize their collections; however, since
they cannotlink these data up to the data from other galleries and museums, these are being
kept only in their own system.

First, Web 1.0 was created as the Internet came into our lives, and now, thanks to the
open-source platforms that are more included in Web 2.0, we became content creators as
users. Thus, we aim to efficiently interconnect all the data in the future through Web 3.0,
which is also called semantic web, or web of data. Multiple virtual universes, mostly known
as metaverse, is an extension of this idea. So, it doesn’t surprise me that these specula-
tive terms and concepts are often being referred to the current technological and scientific
developments. The use of this technique will expand to the other fields too, and thus the
information will spread out, but later on, it will also be reduced. For example, let’s think of
apps; nowadays anyone can design an app or be an entrepreneur. But how many of these
apps do we use? Inevitably, this expansion will turn into a reduction in the future. For now,
this expansion is of great value for us because it enables everyone to contribute to data
networks in all areas and enables more data to be input. The more data entered, the more
information we may retrieve.
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yarattigimiz interaktif bir veritabani tizerinden diinyadaki tiim kiltiirel miras eserlerini ta-
nimlayarak birbirleriyle iligkilendirmeye ¢alistyoruz. Bunu yaparken sadece eserlerin hangi
doneme yada hangi akima ait oldugundan ziyade hangi miizelerde hangi baglamda sergilen-
digi yada hangi malzemelerden iiretildigine kadar kapsamli bir sekilde ele aliyoruz. Orne-
gin, su anda Mona Lisa’y1 kavramsal olarak Leonardo Da Vinci ile sonrasinda Louvre Miize-
si ile daha sonra ayni miizede yer alan bagka bir eserle gesitli 6zelliklerine bagli olarak
iligkilendirebiliyoruz. Bu iligkilenmeler daha dogru bilgiye daha cabuk sekilde ulagsmamizi
saglarken bizi daha kapsamli verilere de ulastiriyor. Belirli protokoller ve prosediirlerle ko-
rundugu i¢in yaratilan veriler siireg igerisinde kaybolup gitmiyor. En nihayetinde bu da bize
dijital kiiratorlitk alaninin kapsamini da yeniden diigiinmeye y6nlendiriyor.

Kiiltiirel miras alanindaki ¢aligman beni ¢ok heyecanlandiriyor ciinkii orada konu
dogru bilgiyi alip, siiziip farkli cografyalarda olan seyleri birbirine baglayarak bir bilgi
¢ikarmak iizerine. Bu bizim her giin yarattiimiz icerigin ¢ok disinda bir sey. Tarih ve
arkeoloji alanlarinda ¢alisanlar: diisiinelim. Efes’te bulunan bir amit1 Tiirkiye’deki bir
miizeye degil de Amerika’da ya da Londra’da bulunan bir yere tagiyabiliyorlar. Bergama
Antik Kenti’nin parcalar1 bir¢ok farkli iilkede bulunuyor mesela. Ya da Misir’daki
mumyalar Italya’ya ve Londra’ya yayiliyor. Herkese ait olan bu insanlik tarihi ve kiiltii-
rel miras bir takim politik veya ekonomik nedenlerle parcalanmis durumda. Bu parca-
lar1 fiziki olarak gérmek ve aragtirmak istendiginde bunun i¢in inanilmaz bir zaman ve
yol kat etmek gerekiyor. Ancak sizlerin yaptig1 bu ¢aligma ile tiim bilgiyi ortak bir yere
biriktirerek birbirine baglamak demek aslinda biitiin bu parcalanmus fiziki 63elere tek
bir yerde ulagilabilecek olmasi: demek. Bu inanilmaz bir birikim. Bu nedenle giincel ¢a-
lismalarin ve doktora tezin hakkinda biraz daha detay sormak isterim.

Bence de ¢ok heyecanli bir sey. Bu iste, yani her seyin birbirine baglantili oldugu noktada
bir code of conduct dedigimiz ortak davranig kodlar1 olmas: gerekiyor. Bu ortak kavramlarin
nasil yaratilacagina ve kullanilacagina dair formlarin ve yontemlerin oturmas: gerekiyor, ki
zaten bilim ayni zamanda y6ntem ve teknik anlamina geliyor. Dolayisiyla tasarimin ya da
sanatin tek bagina yapamadigi bu sorumluluk alma duygusunu biz akademide bilimsel galis-
malar sayesinde yapabiliyoruz. Mesela mimari ve kiiresel 1sinma iligkisini diisiiniirsek, gii-
niimiizde elde edilen bilimsel veriler 151g1nda kiiresel 1sinmada mimarinin, tasarimin fayda-
dan ¢ok zarar veren bir dogrultuda ilerledigi kanitlandi. Tasarim alaninda da plastik
kullanimu ilk ¢iktig1 dénemde 6nemli bir ihtiyaca hizmet ederken giiniimiizde ¢evre kirlili-
gini yaratmasi s6z konusu. Akademide ise yaptigin ¢aligmalarin uzun vaadede etkilerini dii-
sinmek {izerine planlanmasi gerekiyor. Burada akademinin bize getirdigi diger kolaylik
yontem ve teknigin belli olmasi ve dolayisiyla farkls disiplinlere de uygulanabilirligi.

Ornegin Gatalhéyiik arkeolojik kazilar1 benim galisma alanlarimdan bir tanesi. Gatalhé-
yuk’iin projesinin bir veri tabani var. Burada sadece yillar boyunca siiren arkeolojik kazi
¢aligmalarinda ulagilan kalintilar ve bulunan objeler degil, onlarin kim tarafindan bulundu-
gu ve nasil yorumlandig: da 6nem tagiyor. Bu yorumlama kisminda sadece alaninin uzmani
mithendisleri yalniz birakmak bana dogru gelmiyor. Ciinkii kiiltiirel miras alaninda ¢ok fi-
kirleri yok, eger kisisel ilgileri yoksa. Miihendisler i¢in her sey belli komutlar iizerine. Bizim
dogal dilimiz ise bu kavramsal dilden ¢ok farkli. Ciinkii biz yillar igerisinde o bilgelik dedi-
gimiz seye ulagiyoruz ama bilgisayarda dyle bir bilgelik olmadig1 i¢in ona siirekli 6gretmek
gerekiyor. O veritabanina yazilan her seyin anlaminin da yazilmasi gerekiyor ki daha sonra
bu bilgiye erigsen biri onu anlayabilsin. Kavramlar arasindaki bu kadar farkli iligkiyi birbiri-
ne uyarlayabilen bir mekanizma yoktu simdiye kadar. $u anda farkli bilgiler ve kavramlar
arasinda iligki aglar1 olugturabilecek yeni sistemler yaratmak miimkiin. Kullanilan biitiin
teknolojileri baglayabildigimiz noktada insanlara bazi yol haritalar1 gizmemiz gerekiyor ki
bunu herkes bu database’e doldursun ve herkes ayni anda ayni sonuglari gorebilsin. Yani bu
sunun gibi; bir deneyi tekrar tekrar yaptiginda ayni sonuglari alman gerekir, bu teknolojiler
de boyle galisiyor. Bazi bilgiler eklenmedigi zaman bazi noktalar eksik kaliyor. Bu bir sergi-
ye gidip “Ben bu sergiden higbir sey anlamadim” demek gibi. Yaptigimiz galigma tam da bu
eksikleri doldurmak tizerine. Bir sanat¢inin sanat hayatindan, bakis agisindan, ilgilendigi,
esinlendigi seyler, nerede bityiidiigii, kimlerde arkadag oldu bilindigi noktada artik eserler
de farkli anlamlar kazanabiliyor. Google’in su an yaptig1 knowledge graph gibi. Bu bilgi gra-
fikleri bize bu iligki aglarini yaratiyor. Bu sadece tasarim, kiiltiirel miras veya arkeoloji alani
i¢in 6nem arz etmiyor. Bu ihtiyacin ¢iktig1 nokta da aslinda genetik bilimi; ge¢tigimiz yilla-
rin en biiyiik gelismelerinden biri olan bu linked data teriminin ilk kullanildig: alan gen
proteinlerinin dizilimi. Dolayisiyla bagka alandan alinan bir ¢aligma bi¢imi yaratici alanlara
da uygulanabiliyor. Bu teknoloji aslinda farkli donemlerde ve farkl: iilkelerde ayni doneme
ait objeler tizerine yapilan aragtirmalarda hata payini azaltmak i¢in de kullanilabilir. 12.
yuzyildan zannedilen bazi objelerin bagka bir iilkede yapilan aragtirmalar sonucunda bagka
bir déneme ait oldugu ortaya gikabiliyor ve bu degisiklikleri dijital ortamda yapmak fiziki
olarak yapmaktan ¢ok daha hizli ve kolay. Dolayisiyla bu algoritmalari degistirmek, top-
lumsal gelismeleri buralarda uygulamak bize daha rahat bir ortam yaratryor.

Bu hem tasarimcilar agisindan, hem kiltiirel miras alaninda ¢alisanlar agisindan hem de
ziyaretgiler agisindan ¢ok fazla kapi agan bir alan. Burada dyle bir kitiiphane yaratiliyor ki
-bunu bir kiiltiirel miras alani olarak diigiinityorum ben- biitiin yaratilan veriler farkl for-
matlarda da olsa bir arada goriilebiliyor, bu yazi, video veya fotograf olabilir. Biitiin bunlari
bir araya baglayan bir biitiin olmasi gerekiyor. Bunun i¢in de Uluslararas: miizeler dernegi
ICOM’un kendi yarattig1 prosediirler var. Dolayisiyla teknolojinin gelismesi bu alanlarda
daha gok isimize yariyor. Farkli diller olusturuyoruz ki biitiin farkli meslekler katk: saglaya-
bilsin. $u anda ¢alistigim database’e verilerin girilmesi igin neyin ne anlama geldigi tiim
kullanicilar i¢in ayn1 olmasi gerekiyor. Web of data dedigimiz metaverse veya 3.0 bu ontolo-
jileri bu bilgi ge¢islerini kolaylikla yaratabilme potansiyeli var.

Bence tasarimcilar olarak bu noktada artik dijital ortamlarda nasil var olacagimizi di-
sinmemiz gerekiyor. Ne tasarlayacagiz? Bir sandalyeyi dijital ortamda nasil tasarlayacagiz?
Dijital ortamda oturuyor muyuz? Insan davranisi, ergonomi, malzeme bilimi gibi tasarimin
dokundugu tiim alanlari teknolojik gelismeler 151g1nda yeniden diisiinmemiz gerekiyor.

Gergekte hi¢cbir malzemeye dokunmamusg, hayal ettigi iiriinii sadece modellemis ama
aslinda hi¢ deneyimleyememis bir siirii tasarim 6grencisi ve mezunu var. AuotoCAD’de
kent tasarlamanin bugiin ne tiir problemler yarattigini, giindelik hayata ve insan bakis
acgisina higbir seyin ortiijymedigi bir siirii mekin elde etmis olduk. Sadece bu araglar1
kullanma merakimiz yiiziinden. Sadece bu araglar1 kullanmanin yeterli oldugunu dii-
siindiigiimiiz ve gercek malzemeyi ve mekani kullanmay: ve deneyimlemeyi unuttugu-
muz i¢in. Tasarim egitiminde de artik bu noktadan nerelere gidilecegi, farkl: iiretim
metotlarinin nasil bir araya getirilecegi konusu ¢ok kritik.

Victor Papanek’in de dedigi gibi yarattigimiz triinii insanlarla iligkilendiremedikten
sonra tasarim neye yarar ki? Ama akademinin dayattig1 seyler var, bizleri belli kaliplara
sokmaya calistyor. Ornegin, iiniversitede sanat ve tasarim tarihi dersleri aldik. Bu egitim
anlayis1 hayal kurmani isterken bir yandan da artik kodlanmig olan o gérsel olarak “giizel”
kabul edilene gore seni yargiliyor ve buna gore degerlendiriyor. Tasarim tarihine baglarken
hep insanin aleti kullanmaya baglamasindan bagliyoruz, kullanicinin ihtiyaci olmayan bir

Also, the subject I work on nowadays is about four layers of the Knowledge Pyramid
which means, in a nutshell, the possibility to make a piece of data into information, to trans-
form the information into knowledge, and knowledge into wisdom. For example, we aim
to interrelate all of the cultural heritage objects worldwide through an interactive database
that I created for my doctoral thesis at the University of Turin. We intend to comprehen-
sively relate cultural heritage objects within the context, rather than justlooking at which time
period or movement they belong to. For example, at the moment, we can associate Mona Lisa
with Leonardo Da Vinci conceptually, then with the Louvre Museum, and then based on their
specifications with another work of art exhibited at the same museum using Semantic Web
tools and technologies. Providing us with the opportunity to reach the correct information
sooner, these tools and technologies also provide comprehensive data for us. Since certain pro-
tocols and procedures protect them, the data generated do not get lost over time. At the end of
the day, these developments also lead us to reconsider the scope of the field of digital curation.

Your work in cultural heritage really thrills me since it concerns receiving the cor-
rect information, filtering it, and interconnecting things coming from different geog-
raphies, deriving new information from them. This is so different from the content we
produce daily. Let’s think of the ones working in history and archaeology. We can see a
monument from Ephesus in a museum in the US or somewhere in London instead of a
museum in Turkey. For instance, fragments taken from The Ancient City of Pergamon
are in various countries today. Or the mummies taken from Egypt are spread to Italy
and London. The cultural heritage of humanity, which belongs to everybody, has fallen
to pieces due to certain political and economic reasons. If you want to see these frag-
ments corporeally and study them, you have to spend an immense amount of time and
cover rather large distances. But thanks to this work of yours, accumulating and inter-
connecting all the information in a common area actually means that one may find all
these fragmented physical elements in one location. This is an unbelievable accumula-
tion. So, I would like to ask you for some further details about your current works and
doctoral thesis.

I find this thrilling too. This work requires a kind of norms and responsibilities, called
the code of conduct, at the point where everything is interconnected. The forms and meth-
ods to understand how to create and use common concepts should be mutually agreed
upon as science signifies method and technique. Thus, thanks to scientific studies, in aca-
demia, we succeed in giving the feeling of allocating responsibilities, which design or art
cannot do per se. For instance, considering the relevance between architecture and global
warming, in the light of scientific data obtained today, it is proved that architecture and
design improved in a way that would have a detrimental effect rather than a positive effect
on global warming. And in the field of design, the use of plastic, which served a substan-
tial need in the early days of its founding, has become known as a cause of environmental
pollution. In academia, you should plan your studies considering their long-term effects.
At this point, the method and technique are clear and applicable to various disciplines are
other means the academia offers us.

For example, Catalhdyiik archaeological site is one of my case studies. The project of
Catalhoyiik has a database. Within this scope, not only the remains and objects found at
the end of the long years of archaeological excavation work but also who found them and
how they interpreted them to become significant. It doesn’t seem right to me to leave this
interpretation part only to the engineers who might be experts in their fields. They don’t
know much about cultural heritage unless they are personally interested in it. Engineers do
everything according to certain instructions. Whereas our natural language is quite differ-
ent from this conceptual language. That’s because we grow in wisdom over the years, but you
have to perpetually teach computers as they don’t have the wisdom or anything of the kind.
Everything written to that database should also include its meanings so that someone who
accessed that information, later on, could understand it. Until now, there was no mechanism
able to align so many non-similar connections of nodes with each other. Presently, it is pos-
sible to create new systems forming connection networks between various information and
notions. We need to draw a road map for people at the point where we can interlink all of
the technologies in use so that anyone will be able to fill in this database, and everybody will
be able to see the same results simultaneously. This is something like when you experiment
on different conditions; you should obtain the same results; these technologies also work in
this way. Some parts of it will be missed when some data is not entered. This is the same as
visiting an exhibition and saying, “I can’t make anything out of this exhibition.” The study
we carry out is precisely on making up for these deficiencies. When one knows about an
artist’s career, perspective, the things he/she is interested in or inspired by, where he/she
was grown up or with whom he/she became friends, then the works of art will take on new
meanings as well. Just like the knowledge graph used by Google’s search engine currently.
The knowledge graphs create these connection networks for us. And it is not significant only
for the fields of design, cultural heritage, or archaeology. The need had arisen in genetics
primarily; the term “linked data”, which is one of the greatest improvements in recent years,
was originally used in gene/protein sequence. So, a particular working method borrowed
from another field can also be applied to creative fields. As a matter of fact, this technology
could also be used to reduce the margin of error in the studies carried out in different peri-
ods, in different countries on the objects that belong to the same period. At times, some ob-
jects thought to be from the 20th century turn out to be from another period due to studies
done in another country, and it is much easier and quicker to make these amends digitally
than physically. Therefore, changing these algorithms and applying social developments on
these platforms provide a more comfortable environment for us.

This domain opens doors for designers, those who study cultural heritage, and visitors.
Such a library has been created here -I consider it as an area of cultural heritage- that all of
the data created can be seen together, even if they are in different formats, whether they are
written, video or photography. There has to be something to link all of them together as a
whole. For that purpose, ICOM (International Council of Museums) has some procedures
created within its own structure. Thus, the advances in technology serve us better in these
fields. We create various languages to enable various occupational groups to make contri-
butions. In order to make it possible for data to be entered into the database, I work on
what should be tailored to every user. Metaverse has the potential to create these ontologies;
these information transmissions easily.

As designers, we need to think about how we will exist in the digital environment from now
on. What will we design? How will we design a chair for a virtual environment? Do we sit in
those virtual environments? Given technological developments, we need to think about every
field that design meets, such as human behaviour, ergonomics, and material science.

Many design students and graduates have never touched and felt any of the materials
in real life, only modelling the product they imagined. Today, we have come to under-
stand what kind of problems were caused by city planning using AutoCAD; now, we
have many spaces that have nothing corresponding to daily life and human perspective.

seyi yiiz binlerce kez tiretsen bir faydas: yok ¢iinkii. Egitim alaninda da bazi seylerin degis-
mesi gerekiyor. Degismesi gereken sey biraz da bu kavramlar bence. Cizdigimiz seylerin
kavramsal olarak nereye dokundugunu da diisiinebiliyor olmamuz gerekiyor. $imdi anliyo-
rum ki bunlar1 yapabilmek i¢in farkli bakis agilar gelistirmis olmak gerekiyor. Ve bu bakis
agilar1 bence derine inmeden edinilebilecek seyler degil. Spekiilasyon akademiden ¢ikmi-
yor. Bu siber culture dedigimiz akimlar da kargitliklardan ¢ikiyor. Herhangi bir kavrami
6ziimsemeden birbirinin aynisi olan seyler yapiyorsun. Bu tasarimlar dijital ortamlara ak-
tarirken daha farkli seyleri diigiinityor olmamiz lazim.

Bence tarihi ¢ok ¢cabuk unutuyoruz. Bir noktada bizim yapmaya caligtigimiz aslinda bu.
Insanlar Gébeklitepe’de Catalhdyiik’te bu evleri yaparken neden ¢atidan giriyorlardi? Ne-
den belli objeleri kullandilar? Orada séylemek istedikleri sey neydi? Belli ki artik gevremiz-
deki mimari de bize hizmet etmiyor, tasarim da bir noktada etmeyecek, her seyin dijitale
aktarildig1 noktada daha ¢ok sadelesecek miyiz? Bu sorular1 bir arada diigiinebilmek gereki-
yor. O yiizden tasarim egitiminin de bizi baz1 seyleri tekrar diisiinmeye itmesi gerekiyor.
Burada tasarimcinin roliiniin de tartigilmasi gerekecek. Ornegin, kimse en ¢ok kullandig:
app’in arayliz tasarimcisini tanimiyor, kullanici deneyim tasarimcisini bilen yok. Bu alanda
tasarim hep arka planda mi kalacak? Bunlar1 diigiinmek bence 6nemli. Tasarimcilar olarak
neye ne kadar hizmet edecegiz?

Bir dijital koleksiyonu yaratirken veya bir oyunu tasarlarken genelde miihendisler ¢aligi-
yor. Tasarimcilarin s6z sdyleyebilmesi igin bu isi gergekten anlayabilmesi gerekiyor. Birlikte
galigtigin insanin dilinden konugabilmen igin biraz mithendislik bilginin olmas: gerekiyor.
Biraz da bilgisayarlar nasil ¢aligir anlaman gerekiyor. NFT tasarlayanlarin borsa ve finans
bilmesi gerekeigi gibi.

Bu teknoloji elbette bir seylere hizmet ediyor, ancak ¢ok uzun yillardir sanatta ya da ta-
sarimda biiyiik bir akim ¢ikmiyordu. Dijital sanatta Blockchain gibi 6rnekler var ama bir
Avangart gibi sarsic1 akimlar degiller. Bence NFT gibi teknolojilerin getirisi uzun vadede
olacak. Herkes dijital sanatin ne oldugunu 6grenecek.

Tasarimci artik bir joker eleman oluyor galiba. Eskiden tasarimci, ¢izen kisi art1 za-
naatkérdi. Bizim okudugumuz dénemde tasarimci modelleyebilen kisi oldu. $imdi ise
tasarimci miithendis de olabilmeli, kodlama da bilmeli.

Bu teknolojik gelismeler kulaga korkutucu gelebiliyor ancak bu alanda ¢alisan insanlar
pozitif yanlarindan ¢ok negatiflerine odaklanip bu kisimlar1 gelistirmeye ¢alisiyoruz. Tasa-
rimcilar igin ise asil soru hangi kaslarini gelistirecekleri olacak. Biraz daha mantiksal diigiin-
me, biraz bilgi teknolojileri... Machine learning ya da artificial intelligence dedigimiz seyleri
biliyor olmak igin bile en azindan bilgisayar dilini ¢6zebiliyor olman lazim. Tabii bunlar1 6g-
renmek istemeyenler icin de bagka app’ler ve platformlar yaratiliyor. Piyano calabilmek igin
notalar1 bilmek ve 6grenmek gerekmemesi gibi. Renklerle notalar1 da kodlamak ve sadece
renkleri kullanarak piyano ¢almak da miimkiin. Giiniimiizde yaratic1 kodlama i¢in tasarlanan
Processing gibi yazilimlar da var. Bu yazilimlar her notaya farkli bir renk koymak ve o renkler
arasinda ¢izgi cizerek sana muzigi ¢aldirmak gibi ¢alisiyor. Sana bazi bloklar veriyor, sen kod-
lama ya da yazilim bilmesen bile o bloklar tizerinden yaratici igler tasarlayabiliyorsun. Giizel
tarafl da yarattigin seyi hemen gériiyor olman. Dolayisiyla kodlamadan ziyade sistemlerin
nasil ¢alist1g1 ve veri biliminin mantikla Srtiistigii noktalar da tasarimcilara yeni alanlar aga-
biliyor. Herkesin ayn1 araglar ve algoritmalari kullandig1 sanat ve tasarimlar bir noktada sira-
danlagiyor ve 6nemsizlesiyor bence. O yiizden 6zgiin igler iiretmek icin igbirliklerine ve disip-
linler aras1 yaklagimlara daha ¢ok ihtiyacimizin oldugunu diigiiniiyorum.

* Bu sOylesi 27 Aralik 2021 tarihinde @unlimited_rag Instagram sayfasi lizerinden canli yayin olarak gergeklestirilmisg

ve ardindan yaziya d6killmiistiir. Soylesiye @designunlimitedturkey ve @unlimited_rag sayfalarindan erisilebilir.
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And that’s all because of our passion for using these tools. Just because we thought it
would be sufficient to use these tools, we forgot about using and experiencing the real
material and space. The issue that is also very critical to design education is the discus-
sions on which direction to follow from now on and how to bring different production
methods together.

As Victor Papenek says, what would design mean if we cannot relate our product to peo-
ple? However, academia imposes certain things; it aims to fit us into certain stereotypes. For
example, we took art and design history classes at the university. While intending to make
you fancy, this notion of education judges and evaluates you by the sense of visual “beauty”
generally accepted and coded for so long, on the other hand. When studying design history,
we always begin with the tools used during human evolution because it would be no use
to create something hundreds of times if the user doesn’t need it. Some things need to be
changed in the field of education as well. I think it is these notions that need to be changed.
We should also be able to realize what our drawings intersect with conceptually. Now, I
understand that one has to develop different points of view in order to be able to do that.
Speculation does not arise from academia. And the movements we call cyberculture to arise
from contrasts. Then you end up creating numerically identical things without internalizing
any concept. We need to be imagining different things when transferring these designs to
digital environments.

I think we forget about history quickly. At one point, this is actually what we aim to do.
In Gébeklitepe, or Catalhdyiik, why did people build houses with entrances from the roofs?
Why did they make use of certain objects? What did they intend to tell? It is obvious that
the architecture surrounding us no longer serves us. At one point, the design will not serve,
either. Shall we become simpler when everything is digitalized? We need to put these ques-
tions together. Therefore, design education should also make us reconsider certain things.
At this point, the role of the designer should also be discussed. For instance, no one knows
the interface designer of an app they use most frequently, or no one wonders who the user
experience designer is. Shall design always take a back seat in this field? I think these are im-
portant things to consider. As designers, to what will we be of service, and to what degree?

Usually, engineers work in the process of creating a digital collection or designing games.
In order to be able to have a say, designers should really acquaint themselves with this job.
You need to have a working knowledge of engineering to be able to speak the same language
as the person you work together with. Also, you need to know a bit about how computers
work, like NFT designers need to be familiar with the stock market and finance.

Of course, this technology is of service to certain things, but there have been no major art
and design movements for many years. There are some examples like Blockchain in digital
art. However, these are not earth-shaking movements like avant-garde, for example. I be-
lieve that the outcome of technologies like NFT will be seen in the long term. Everybody
will come to know what digital art is.

I guess the designer is like the joker card now. The designer used to be the person ca-
pable of drawing, plus an artisan. During our university years, the designer became a per-
son capable of modelling. And now, the designer has to be able to do engineering and
knowledge to code.

These technological advancements may sound intimidating, but those working in this
field are trying to improve the negative aspects instead of its positive aspects. On the oth-
er hand, designers’ main concern will be to determine which practice to improve first and
foremost. Perhaps a bit more logical thinking, a bit more information technologies... To be
familiar with machine learning, or artificial intelligence, one has to be computer-literate at
least. Naturally, for those who do not want to learn all these, some other apps and platforms
are being created. Like one does not have to know and learn how to read notes to be able
to play the piano. It is possible to colour code the notes and play the piano only by using
colours. Today, there is software designed for creative codings, like processing. These pro-
grams work in a way that allows one to use a different colour for each note, and then draw-
ing lines between those colours enables the user to play music. It provides blocks for you
and enables you to design creative works via those blocks, even if you don’t know coding or
anything about software. And the best part of it is that you can instantly see what you create.
So, rather than coding, how these systems work and where data science meets logic might
also be the points opening new horizons for designers. I think that the art and design cre-
ated by everyone using the same tools and algorithms become ordinary and insignificant at
some point. So, I believe that we need more collaborations and interdisciplinary approaches
in order to create original artwork.

* This interview was broadcast live on the @unlimited_rag Instagram page on December 27, 2021, and then transcribed.
You can access the talk at the @designunlimitedturkey and @unlimited_rag pages.
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Dijital teknolojiler
lle iInan¢ sistemlenni
okumak:

Reading belief
systems via digital
technologies:

Roportaj Interview: Ecem Arslanay

Guillemette Legrand ve Eva Jager tarafindan kurulan
Legrand Jager; duygu ve hareket tanima, dogal dil
isleme gibi yeni ortaya ¢ikan bilgi teknolojilerinin

arastirma uygulamalari tizerinde ¢alisarak, bunlarin
inang bi¢imlerini nasil etkiledigini anlamak tizerine
calisiyor. Guillemette ve Eva ile tasarim pratikleri
ve sectigimiz projeleri hakkinda konugtuk

Legrand Jager

Legrand Jager, formed by Guillemette Legrand
and Eva Jager, works on research applications of
emerging information technologies such as emotional
recognition, movement recognition, natural language
processing, etc., in order to understand how they form
belief systems. We talked with Guillemette and
Eva about their practice and selected projects

GUILLEMETTE LEGRAND € EVA JAGER
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Birlikte caligmaya nasil bagladiniz ve Design Academy Eindhoven’daki egitiminiz
stildyo pratiginizi nasil etkiledi?

Eindhoven’daki yiiksek lisans egitimimiz sirasinda tanistik. ikinci yilimizdi, kendi tez
projemizi gelistirmeniz istenmisti. Ikimiz de bu tiirden bir is ¢ikarmanin gerektirdigi izo-
lasyonu hayli yogun sekilde tecriibe ettik ve canlanmak amaciyla, ayr1 projelerimizde de
birlikte galigmaya bagladik. Bunun ise yaradigini gérdiik ve sonunda okulu birlikte mezun
olmamiza izin vermeye ikna ettik. Zaten Formafantasma’dan Andrea Trimarchi ve Simone
Farresin bunun bir 6rnegini tegkil etmisti. Disiplinimizi, tasarimcinin disiplinler arasi alig-
verisi sagladig1 ve kolaylastirdig: “baglamsal ve elestirel tasarim” olarak ele almamiz bize
Design Academy Eindhoven’in mirasidir.

Tek bir proje igin kafa kafaya vermek her zaman pratigimizin temelini olusturdu. Bize
gore isi iyi yapan sey, ¢arpismak ve uzlagmak.

Belirli bir proje iizerinde ¢alismaya nasil baglarsiniz? Baglam, teknoloji ve medyu-
ma nasil karar verirsiniz?

Islerimiz genellikle sohbetlerimizden gelisir. Yeni gikan bir makaleyi veya yeni yayinla-
nan bir patenti, yeni bir malzeme tiiriinii veya bir haberi paylasabiliriz. Genellikle, devam
eden ii¢ veya dort fikir bagligimiz vardir ve bir bagvuru veya teklif i¢in son tarih geldiginde,
kugciik ditgiince yiginlarimuz (sohbetlerde veya DM’lerde) sekillenmeye baglar.

Projemizi gelistirmek i¢in 6nemli bir agama, yaratici diyagram olugturma dedigimiz sey
oluyor. Yeni potansiyel aragtirma ve gelistirme alanlarini tanimlarken bu diyagrami; bir
kavrami, baktigimiz bir teknolojik sistemi ve onun altinda yatan mantig1 haritalamak igin
bir arag olarak kullaniyoruz. Diyagramy, is birligi halinde ve disiplinler arasi -6zellikle de
bilim ve sanat arasinda- ¢aligmak i¢in ortak bir dil olusturmak adina ¢ok yararli bir arag
olarak goriiyoruz.

Bununla birlikte, daha eksiksiz bir cevap su olurdu: Nasil inang sistemleri olugturdukla-
rin1 anlamak i¢in yeni ortaya ¢ikan hesaplama/bilgi/analiz/tahmin teknolojilerinde (yani
duygusal tanima, hareket tanima, dogal dil isleme...) yol gostericiler ariyoruz. Bu teknolo-
jilerin tiim malzemeleri (veri kiimeleri, makine 6grenimi algoritmalari, makine 6grenimini
destekleyen acik kaynak altyapisi, arayiiz tasarimi ve donanimi) ile ve bunlar araciligiyla
caligmay1 hedefledigimizden, bu teknolojilerin sanat ve bilimden, ticari veya ulusal strate-
jik finansman yoluyla nasil peyda oldugunu ve patentleme, prototip olusturma ve dagitim
yoluyla nasil sekillendigine de bakiyoruz. Teknolojiler genellikle anlatisallagtirilir ve bu
nedenle de hikayeler, ister komplo, reklam veya uyaric1 hikayeler olsun, teknolojinin mal-
zemesinin bir pargasi haline gelir.

Sunumlarimiz, bu malzemeleri kullanarak, s6z konusu inang sistemlerinin diyagramunu,
teknolojiyi entegre eden performans, nesne tasarimi, yerlestirme ve film yoluyla ¢ikarmay:
amagliyor. Boris Johnson’1 taklit eden bir Brexit politikasi konusmasi, duygusal ses tantyan
bir karaoke kabini ve jimnastik¢i kurdelasinin iirettigi egrileri tahmin edebilen bir prog-
ram dahil olmak tizere, ¢calismalarimizin odak noktasi “aga baglh kulak” (networked ear) ve
“makine bakig1” (machine gaze) oldu.

Belki de bir toz bulutundan... yani ilk projenizden baglayabiliriz. The Cloud (Bulut)
adl1 calisgmanizdan ve bu kabarik bulanik fenomenin veri merkezilestirmeyle iligkisin-
den bahsedebilir misiniz?

Ah, bu ¢ok uzun zaman 6nce gibi geliyor! Erken pratigimizde bir sembol haline gelen
toz bulutu, ¢ogunlukla kullandigimiz medyanin (telefon kameralar, dijital kameralar, web
kameralari...) daha az keskin olmasina izin veren bir gérsel katmandy, icinde yasadigimiz
bilgi ortaminin saydamligini gostermek igin gerekli oldugunu disiindiigiimiiz bir seydi.
Mumbai'den bir arkadasimiz bize “toz renkli/6rtilit” kelimesinin khaki (h4ki) kelimesinin
cevirisi oldugunu ve Ingilizce’ye, ikonik kraliyet kirmizisi iiniformalar: tozlandikga khaki
rengini alan Ingiliz Hint Ordusu araciligiyla gectigini agikladi. Daha sonra tozu gizlemek
ve ayrica askerleri kurak bir manzarada kamufle etmek igin, yeni iiniformalar bulanik yesi-
limsi-sar1 bir renkte yapilmist1. Béylece bu, toz bulutunun iizerimizde asili kaldigina dair
bir sembol oldu ve buna ragmen yeni bir tiir gériise uyum saglamak zorunda oldugumuzun.

Arastirma odakli, elestirel tasarimcilar olarak, hizla degisen zamanlarimizi kavra-
mak i¢in ilham verici/ilging/aydinlatici buldugunuz bazi metinler/filmler nelerdir?

Diisiinme bi¢imimize ilham veren o kadar ¢ok sey var ki! Birkagini bir araya getirmeye
calisalim: Santa Fe Enstitiisi'nden Complexity Podcast’ini dinlemistik; 80’lerde karmagik-
lik biliminin 6nciileriydiler ve her zaman bilgiyi anlamak i¢in yeni ¢ergeveler sunan bir dizi
ilging aragtirmaciya sahip oldular. Tina Eliassi-Rad ile demokrasileri karmagik sistemler
olarak ele alan béliimii dinlemelisiniz, diyor ki: “Demokrasi mitkemmel karmagiklikta bir
sistemdir: Vatandaglarin kararlar: birbirlerinin kararlarini dogrusal olmayan ve ¢ogu za-
man tahmin edilemez yonde sekillendirir; ortaya ¢ikan kurumlar, bir yénetim bi¢iminde
birlikte yagayan bireyler ve kuruluglar izerinde yukaridan-agagiya bir diizenleme uygular;
geri bildirim dongiileri ve devrilme noktalar1 boldur. Bu nedenle, i¢inde yasadigimiz cal-
kantil1 ve riskli zamanlarda, demokratik siirelerin, dijital iletisim medyasinin, hizla geli-
sen ekonomik gii¢lerin ve topluma saldigimiz algoritmalarin umulmadik tesirlerinin ola-
ganiistit baskisi altinda olmasi, belki de sagirtict degil” Gegen yil David Benque'nin,
diyagram olusturmayi teknolojiyi anlamanin bir yolu olarak tanimladig1 doktorasindan
cok etkilendik -bu, tek bagina “seffafligin,” teknolojiyi ve etkilerini okunakli kilmak i¢in
yeterince iyi bir yol oldugunu diisiinmekten vazgegen bir manzarada ilging-.

Benqué, bunu “ne veri ne de algoritmik tahmin yeni degildir, ancak simdi bilginin do-
gasina meydan okuyan bir paradigma degisiminin pargasi olarak seferber ediliyorlar” diye
ozetliyor. Ornegin, kozmosu okumak igin gelistirilmis bir teknoloji olan astrolojiyi alin;
bilinmeyeni anlamak i¢in bir teknoloji olan dini; ya da demokrasiyi, kolektif hayalleri ge-
killendirmek igin bir teknoloji olarak diisiiniin... Bunlarin hepsinin ortak noktasi, gelecek-
leri gesitli 6lgeklerde anlamlandirma/yonetme yetenekleridir. Karar verme siirecimize bir
vekil atayarak yargiyr digsallastirmaya yardimei olur ve sonugta giinlitk olarak nasil dav-
randigimizi etkiler. Son ¢alismamiz, ribbon.Py, bizi algoritmik modellemeye yoneltti ve
bunu yeni bir mit yaratma bi¢imi olarak ele ald1. Bu yiizden OBR makroekonomik modeli
gibi modellere bakiyoruz veya Diinya Saglik Orgiitii tarafindan degiskenlerin nasil segildi-
gini ve analistlerin gelecege bakmak icin ge¢mis verileri kullanma sorunuyla nasil ¢aligtig1-
n1daha iyi anlamak i¢in gelistirilen COVID-19 Senaryo Analiz Araci gibi -b6yle zamanlar-
da, yani ge¢misten gelen, tahminde bulunmamiza ve planlamamiza yardimei olacak ¢ok az
veri oldugunda, yapilmasi zor olan bir sey-.

Mesela Birgit Schneider gibi kuramcilara bakiyoruz. O, iklim gériintiilerini tireten tekno-
lojik altyapiya (aynizamanda onlarin sonraki “anlatilagtirmalarina”) ve bu gériintiilerin basit
bir bilimsel aragtirmadan fazlasi olmasiyla ilgileniyor. Bu gériintiiler, siyaset yapanlar1 ve esas
olarak, belirli bir inang sistemini bilgilendiren kozmolojik temsiller.

How did you start working together and how did your education in Design Academy
Eindhoven affect your studio practice?

We met during our Master’s education in Eindhoven. It was during the second year,
when we were asked to develop our own thesis project. We both found the isolation to
produce this type of work quite intense and so we started working together on each of our
separate projects just to bring in new energy. We found that it worked quite well and even-
tually we convinced the school to allow us to graduate together. There was a precedent for
this already with Andrea Trimarchi and Simone Farresin, Formafantasma. The legacy of
Design Academy Eindhoven sticks with us in the sense that we still consider our discipline
that of “contextual and critical design”, where the designer facilitates and mediates the
exchange of disciplines. Working on one project with two heads has always been the basis
of our practice. In our opinion, bouncing off of each other and compromising is what
makes the work good.

How do you usually start working on a specific project? How do you decide on the
context, the technology and the medium?

Our work usually grows from our conversations. We might share a paper that just came
out or a patent that was just published, a new type of material or a news story. Usually, we
have three or four idea threads going and when we have the deadline for an application or
proposal our little piles of thoughts (in chats or DMs) start to take shape.

A very important phase to develop our project is what we call creative diagramming
where we use the “diagram” as an instrument to map a concept, the specific technological
system we are looking at and its underlying logic while defining new potential areas of re-
search and development.We find the diagram a very useful instrument to establish a shared
language to work collaboratively and cross disciplinary especially between science and art.

That said, a more complete answer would be to say that we are specifically looking for
leads on emerging computation/information/analysis/predictive technologies (i.e. emo-
tional recognition, movement recognition, natural language processing, etc.) in order to
understand how they form belief systems. Since it’s our goal to work with and through all
the materials of these technologies -datasets, machine learning algorithms, the open-
source infrastructure that supports machine learning, their interface design and hardware-
we also look to how these technologies emerge from art and science through business or
national strategic funding and take shape through patenting, prototyping and deployment.
Technologies are often narrativised and so those stories become part of the material of the
technology whether those are conspiracies, adverts or cautionary tales.

Using these materials, our presentations aim to diagram these belief systems through
tech-integrated performance, object design, installation and film. The “networked ear” and
the “machine gaze” have been a focus of our work including a generated Brexit policy speech
performed by a Boris Johnson impersonator, a voice emotional recognition karaoke booth
and a program capable of predicting the curves produced by a gymnast’s ribbon apparatus.

Maybe we can start from a cloud of dust... which was your first project. Can you talk
about your work The Cloud, and how this puffy fuzzy phenomenon relates to data cen-
tralization?

Ah, that feels like a long time ago! The dust cloud that came to be a symbol in our early
practice was mostly a visual layer (we created by smoke machine and flares) that would al-
low the media we were using (phone cameras, digital cameras, webcams, etc.) to be less
crisp, something we felt was necessary to illustrate the transparency of the information
landscape we were inhabiting. A friend from Mumbai was explaining to us that “dust-col-
ored/covered” is the translation of the word khaki. It was adopted into the English lan-
guage via the British Indian Army when the iconic royal red uniforms would grow khaki as
they became covered in dust. New uniforms were then created in murky greenish-yellow
color in order to conceal dust and also to camouflage the soldiers amidst an arid landscape.
So this became a kind of symbol that the dust cloud hung over us and that we would have
to adapt to a new kind of vision that allowed us to see despite this.

As research-driven critical designers, what are some of the texts/films that you find
inspiring/intriguing/illuminating in understanding the rapidly changing times that we
are experiencing?

Well, there is so much that inspires our thinking! Let’s try and pull a few together: We
were just listening to the Complexity Podcast from the Santa Fe Institute; they were pio-
neers of complexity science in the 80s and always have a slew of interesting researchers
presenting new frameworks with which to understand information. You have to listen to
this episode on democracies as complex systems with Tina Eliassi-Rad, she says: “Democ-
racy is a quintessential complex system: citizens’ decisions shape each other’s in nonlinear
and often unpredictable ways; the emergent institutions exert top-down regulation on the
individuals and orgs that live together in a polity; feedback loops and tipping points
abound. And so perhaps it comes as no surprise in our times of turbulence and risk that
democratic processes are under extraordinary pressure from the unanticipated influences
of digital communications media, rapidly evolving economic forces, and the algorithms
we’ve let loose into society.”

Last year we were quite taken with David Benqué’s PhD where he describes diagram-
ming as a way to understand technology itself - this is interesting in a landscape that is
shifting from thinking that ‘transparency’ alone is a good enough way to make technology
and its impacts legible.

Benqué outlines that “neither data nor algorithmic prediction are new, however they
are being mobilized now as part of a paradigm shift that is challenging the very nature of
knowledge.” Take for instance astrology, a technology for reading the cosmos; religion, a
technology for understanding the unknown; or, democracy, a technology for shaping col-
lective imaginaries... What these all have in common is their ability to make sense of/gov-
ern futures at various scales. They help externalize judgment by giving a proxy to our deci-
sion making. They ultimately influence how we behave day-to-day. Our latest work, ribbon.
Py, has got us really into algorithmic modeling and thinking about it as a new form of myth
making. So, we are looking into models like OBR macroeconomic model or the COVID-19
Scenario Analysis Tool developed by the World Health Organization to better understand
how variables are chosen and how analysts are working with the problem of using past data
to look into the future, something that is difficult to do in times like these where there is
very little data from the past that’s useful to help us predict and plan.

We are interested in the way emerging technology, their infrastructure, interface and
narrativization have the ability to form belief systems. We use the concept of “myth” in
Barthes’ understanding -as an embedded ideology with cultural artifacts or behavior that
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LEGRAND JAGER, EVERYDAY FACIAL YOGA

Yuk Hui’nin galigmalar: ve 6zellikle sanat ve teknoloji arasindaki iligkiyi yeniden tanim-
layan son kitab1 Sanat ve Kozmoteknik sanat1 “felsefe ve mithendislik arasinda deneysel bir
diisiinme tarz1” olarak agiklamasi bakimindan bize ilging geliyor. Ve sanata, teknoloji bag-
lamini yeniden tanimlamast igin farkli yaklagimlar 6nerir, iglerinde “tekno-gesitlilik” -gok
sayida diigiince tarzinin bir arada varolugu- hayli dikkat ¢ekici. Bu kavrami, Bat1 Avrupa/
Kuzey Amerika’nin (ve 6zellikle Anglosakson iilkelerin) gezegen 6lgegindeki altyapilari-
nin ve hesaplama sistemlerinin konuslanmasindaki hegemonyaya bir tepki olarak kullani-
yor. Evrensel bir sibernetik diigiincenin 6tesine ge¢meyi ve bir yaklagim olarak “yerelligi”
yeni teknoloji tasavvurlarinin gelistirilmesinde aramayi savunuyor.

Yapay zeka ile caligmaya nasil basladiniz? Bunu insanlar i¢in varolussal bir tehdit
olarak gériiyor musunuz?

Varolusculuga girmeden, yapay zekdnin hakkinda kapsamli agiklamalar yapmak icin
fazla belirsiz bir kavram oldugunu soyleyecegiz. Kisisel verilerimiz ve toplu y6netim sis-
temlerimizle iligki kurma bigimimizde déniistiiriicii olabilecek tiirden bir yapay zekénin
etigi etrafinda caligan, sosyal yapay zek4 ile ilgilenen ¢ok fazla grup var.

Biz yapay zeka ile ¢alisan sanatgilarla ilgili ilging olan sey su; yapay zekaya y6nelik dog-
rudan elestiri iiretmek, onu politik ve ticari bir arag olarak incelemenin 6tesinde, onun
teknik siireglerine de ¢ok takiyoruz. Bir proje sirasinda, bir sistem tasarlamak, veri topla-
mak, verileri analiz etmek ve tahminlerde bulunmak i¢in bir developer ile yakindan caligi-
yoruz. Bu siirecin her adiminda, gesitli degiskenleri 6l¢gmenin ne anlama geldigine ve bu-
nunla ne séylemek istedigimize dair daha fazla sey 6greniyoruz. Veri biliminin gergekte ne
kadar 6znel ve yumusak oldugunu bu sekilde kesfettik.

ilk olarak, Boris Johnson’in verebilecegi spekiilatif bir Brexit Politikas1 konugmasi olug-
turmaya galigirken yapay zek4 veya 6zellikle makine 6grenmesiyle galistik. Parag Mital ile
caligtyoruz, bir CharRNN (karakter diizeyinde dil modelleri i¢in ¢ok katmanli Tekrarlayan
Sinir Aglar1 (LSTM, GRU, RNN)) aracililigiyla is birli§i yaptik. Buna ek olarak, istenen
konusma formatina uygun bir retorik iiretmek i¢in, iginde Avrupa Birligi siyasetgilerinin,
Birlesik Krallik milletvekillerinin, Irlandali diplomatlarin ve Ingiliz halkinin yer aldig1 In-
giltere ve AB paydagslarindan olusturdugumuz bir veri setimiz vardi. Bu, 2018 Design Mu-
seum London Designers in Residence programimizin bir pargasiyda.

insan ¢ok karmagik bir malzeme ve gogunlukla kendi eylem giidiilerinden habersiz.
Yapay zekanin insan1 desifre etmekte ondan daha iyi olacagini diigiiniiyor musunuz?

Gegmisteki temel hatamiz, insan1 beyni ve viicudu olan tekil bir varlik olarak diisiin-
mekti. Bu anlati, teknoloji bizim tarafimizdan yaratildig: i¢in, onun roliinii diigiiniirken
bizi her tiirlii kusura hazirladi. Dediginiz gibi, daha karmagik bir anlayisi benimsemeye
basladik, “zek4”nin insanda (sadece beyinde degil, viicutta ve viicudun ¢evreyle olan iligki-
sinde) nerede ve nasil yer aldig1 ve "zek4”larin topluluklarda nerede ve nasil yer aldigina
dair bir anlat1 (yalnizca tiriimiizde degil, diger tiirlerde ve diger aglarda da, teknolojik
olanlar da dahil). Bu genisletilmis cerceveyi kullanmak, icinde yasadigimiz zamanlar i¢in
¢ok daha verimli, Corona viriisiiniin yayilmasi ve iklim degisikliginin siyaseti, bizim koy-
dugumuz sinirlardaki hatayi daha belirgin kilryor. Donna Haraway’in Siborg Feminizm’i ve
Staying with the Trouble’1 ya da Saddie Plant’in Zeros and Ones’'1 bu duruma harika referans-
lar teskil ediyor.

Biitiin bunlar, insan1 ve makineyi karg1 kargiya getirmemeye ya da zekéalarini kargilagtir-
mamaya c¢alistigimizi ifade ediyor, ¢iinkii sonugta bunlar yanlis karsilagtirmalar. Martin
Zeilinger, yeni kitabinda “posthiimanist ajan toplulugu” olarak adlandirilan bir seyden
bahsediyor, eger insani ve onunla birlikte gelen her seyi merkezsizlestirirsek -6zellikle sa-
nat yapiminda, tekil deha ve benzerini- eylemliligi bir aktérler toplulugu olarak anladig-
muz, yan yana teknolojiler yaratmak i¢in ¢ok daha iiretken bir iliskiye varabiliriz.

Everyday Facial Yoga (Giinliik Yiiz Yogas1) baslikli ¢aligmaniz, kullanicinin yiizlerini
duygusal tanima cihazlarinin 6niinde daha iyi manipiile etmesine ve kontrol etmesine
yardimci1 olmak icin yiiz kaslarini egiten spekiilatif bir yiiz yogas1 6greticisi. insan duy-
gular1 gercekten standartlagtirilip izlenebilir mi? Giinlitk hayatimiz: gizlemek ve gii-
venceye almak icin sonunda yapay zekay:r aldatmay1 6grenmek zorunda kalacagimizi
diisiinityor musunuz?

Insanlarin gordiiklerine veya her an nasil hissettiklerine dair duygusal tepkilerini bil-
mek i¢in gii¢lii bir pazar olugtu, bu alan orman yangini gibi bityiimeye devam edecek. Bazi
aktorler, her seyde oldugu gibi ligkagitgilik yapacaklar. Caligmamizda, insan duygularini
takip edebilecek iiriinler yaratan iki kiigiik 6lgekli teknoloji girisimiyle is birligi yaptik.
Deep Digital Twin: Le Confident’1 yapmak i¢cin MindTrace ile birlikte caligtik, onlarin yiiz-
deki duygu tanima yaziliminin Paul Ekman’in (s6zsiiz duygularda 6ncii) ¢ergevesine daya-
nan 6zellestirilmis bir siirimiinii kullandik. Ekman’in gergevesine gore diinyanin her ye-
rindeki insanlar i¢in evrensel yedi duygusal ifade bulunuyor: Mutluluk, tiziintii, sagkinlik,
korku, 6fke, igrenme ve hor gérme. Yarattugimiz araytizde, insanlarin yazilimin yaptig he-
saplamadan, en olasi duyguyu nasil segtiginden haberdar olmalar1 bizim igin 6nemliydi.
Ayrica Hollanda’da sesli duygusal tanima tizerinde ¢alisan, bilim insanlar1 ve mithendisler-
den olusan kiigiik bir grup olan Good Vibrations adl1 bir sirketle de calistik. Arastirmalari-
nin ¢ogu, sesteki hastalig1 tespit etmeye odakli ve duygusal tanima, arastirmalarinin digin-
da yer alan bir konu.

Yiiziiniizii gizlemek gibi taktiklerin verimli oldugu bir zaman vardi ama simdi “sistemi
kandirmanin” onu daha da giiglendirdigi bir noktadayiz, ¢iinkii eninde sonunda ona galis-
mas1 i¢in ug bir durum veriyorsunuz. Bence bu noktada yapilacak en iyi sey, verileri kamu
yararina nasil kullanmak istedigimizi diiginmek i¢in siyasi nitelikte bir insan haklar1 pers-
pektifi olusturmaya ¢aligmak - eger bu miimkiinse. “Solcu” bir yapay zek4 neye benziyor?
Ciinkii bu noktada, “6nyargili veri” elestirisi, bu sistemleri optimize etmeyi tartigstyor ve
algoritmalar1 kandirmak sadece bu isleyisi daha giiglii hale getiriyor.

Bu konuyla ilgili gercekten ilging iki aragtirmaci, Roman Amaro’nun (7he Black Technical
Object) ve 1tk baglaminda yiiz tanima/duygusal tanima tarihi ve onun makine ile gelisimi
uizerine gergekten ilging aragtirma/sanat tiretimi yiiriiten doktora 6grencisi Murad Khan.

Yapay zekanin empati kurabilecegini diisiinityor musunuz? Ya da en azindan, bunu
taklit edebilirler mi? Giiniimiizde insanlar yapay zekaya giivenmiyor ve empatik etkile-
simleri tercih ediyor... Bu gelecekte degisebilir mi?

Empatik sistemler inga etmenin miimkiin oldugunu diisiiniiyoruz - yine de empatiyi gii-
venilirligin tek ol¢iisii olarak tanimlayamayiz. Bu sistemlerin “ger¢ek” empatiye sahip ol-
masini ummak yerine, sistematik olarak sadece sirketler ve yazilimlar i¢in lobi yapmaliyiz.
Uber’i ele alalim, bu baglamda yapay zeka igleten bir sirket. Kullanici arayiiziinde yerlesik
bazi yiizeysel empati bi¢imleri var. Bir bakima sizi desteklemeye ve bir kullanici olarak size
yardim etmeye galisir. Ama ayrica bu sirket vergilerini 6demeyen bir sendika hirsizidur.

has become so naturalized that they become unquestioned belief systems-, which helps us
in investigating the holistic impact of technology on our systems of thinking.

We are looking for example at theoreticians such as Birgit Schneider that is looking at the
technological infrastructure that produces climate imagery (but also their subsequent narra-
tivization) and how these images are more than a simple scientific inquiry. They are cosmo-
logical representations that inform policy-makers and inherently a prescribed belief system.

The work of Yuk Hui and especially his latest book Art and Cosmotechnics is very inter-
esting to us in its redefinition of the relation between art and technology where he de-
scribes art as “an experimental mode of thinking between philosophy and engineering”.
And he suggests different approaches for art to redefine the context of technology through,
among others the concept of “techno-diversity” -the co-existence of a multiplicity of
modes of thinking- stands out. This concept is used as a response to the hegemony of West-
ern Europe/North American (and especially Anglo-Saxon countries) in the deployment of
computational systems and their planetary-scale infrastructure. He advocates to go beyond
auniversal cybernetic thinking and look for ‘locality’ as an approach to the development of
new imaginations of technology.

How did you start working with AI? Do you take it as an existential threat for humans?

Without getting into existentialism, we’ll say that Al is quite a vague concept to make
sweeping statements about. There are a lot of groups working on social Al projects and eth-
ics around AI that could be transformative in the way we relate to our personal data and our
collective governing systems. We think what’s interesting about artists working with Al is
not just our flat-out critique of it in general, but the fact that we not only study Al as a po-
litical and business tool but also get stuck into its technical processes. During a project, we
work closely with a developer to design a system, collect data, analyze the data and make
predictions. At each step of this process, we learn more about what it means to measure
various variables and what we want to say with that. It’s how we discovered how subjective
and soft data science really is.

We first worked with Al or specifically, machine learning, when we were trying to generate
a speculative Brexit Policy speech that Boris Johnson might give. We work with Parag Mital,
he collaborated with us to using a CharRNN (a multi-layer Recurrent Neural Networks
(LSTM, GRU, RNN) for character-level language models) and a data set that we built from
UK & EU stakeholders including European Union policymakers, UK MPs, Irish diplomats,
and the British public to generate rhetoric in response to a requested speech format. This was
part of our 2018 Design Museum London Designers in Residence programme.

To me, a human is a very complex material, who is mostly unaware of her/his own mo-
tives for acting. Do you think that AI can be better than the human at decoding the human?

Our main error in the past has been thinking of the human as a singular being with a
brain and a body. This narrative has set us up for all kinds of shortcomings when thinking
about the role of technology as it’s been created by us We started to adopt a more complex
understanding, as you say, of where and how “intelligence” is located in the human (not
only in the brain but in the body and in the body’s relationship to the environment) and
where “intelligences” are located in the community (not only in our species, but in other
species and other networks, including the technological ones). Using this expanded frame-
work is much more productive for the times we live in now where the spread of COVID-19
and the politics of climate change are making the false boundaries we put extremely ex-
plicit. Donna Haraway’s Cyborg Feminism and Staying with the Trouble or Saddie Plant’s
Zeros and Ones are great reference for this.

All this to say, we try not to pin the human and the machine at odds, or compare their
intelligence, because ultimately, they are false comparisons. Martin Zeilinger, in his new
book talks about something called the “posthumanist agential assemblage” an idea that if
we de-center the human and all the things that come along with that, especially in art mak-
ing, like the singular genius, etc., we can come to a much more productive relationship to
creating along-side technology, where we understand agency as an assemblage of actors.

Your work titled Everyday Facial Yoga is a speculative facial yoga tutorial that trains
facial muscles to help the user to better manipulate and control their face in front of
emotional recognition devices. Can human emotion really be standardized and
tracked? Do you think that we will eventually have to learn to deceive the AI to conceal
and secure our daily lives?

Since there is a strong market for knowing people’s emotional reactions to what they see
or how they are feeling at any moment, this field will continue to grow like wildfire. Some
actors, like with anything, will be selling snake oil. In our work, we have collaborated with
two small scale tech startups who were creating products that could track human emotion.
We worked with MindTrace to make Deep Digital Twin: Le Confident, we used a custom-
ized version of their facial emotional recognition software that was based on Paul Ekman’s
(a pioneer in nonverbal emotion) framework that there are seven emotional expressions
universal to people all over the world: Happiness, sadness, surprise, fear, anger, disgust,
and contempt. In the interface we created, it was important to us that people were aware of
the calculation the software was making, in terms of how it chose the most likely emotion.
We also worked with a company called Good Vibrations which was a small group of scien-
tists and engineers in the Netherlands working on voice emotional recognition. A lot of
their research was focused on detecting disease in the voice, but the emotional recognition
was an externality of their research.

There was a time when tactics like concealing your face would have been productive but
we are now at the point where “tricking the system” only makes it stronger, because you’re
ultimately giving it an edge case to work out. I think the best action at this point is to work
from a human rights perspective at a policy level to think about how we want to use data
for the public interest - if that’s even possible. What does a “left” Al look like? Because at
this point, the “biased data” critique seems to argue to optimize those systems and beguil-
ing the algorithms only makes it stronger.

Two really interesting researchers on this subject are Roman Amaro’s (7he Black Techni-
cal Object) and his PHD student, Murad Khan who is doing really interesting research/
artmaking on the history of facial recognition/emotional recognition in the context of race
and its development with machine learning today.

Do you think that AI can have empathy? Or at least, can they fake it? Today, people
don’t trust AI and prefer empathetic interactions... Could this change in the future?

We think it’s possible to build empathetic systems - we wouldn’t define empathy as the
only measurement of trustworthiness though. Rather than hoping that these systems have
‘real” empathy we should be lobbying for systemically just companies and software. Take



unlimited 28

roportaj interview

Biiyiik BT sirketleriyle paylastigimiz kisisel verilerle ilgileniyorsunuz. Web 3.0’1n
sundugu merkezi olmayan aglar hakkinda ne diisiiniiyorsunuz? Gelecegin bireysel kul-
lanicilar i¢in daha giiclit olduguna inanryor musunuz?

En ¢ok endise duydugumuz seyin, biiyiik teknoloji sirketlerinin halkin ¢ikarina hareket
etmemesi oldugunu diigiinityoruz. Web 3.0, sunucularin dagitimi agisindan bityiik bir altya-
p1 doniisii sunuyor -gruplar su anda tiim web y1gininin merkezi olmayan siiriimlerini inga
ediyor ve bu harika, ancak ortalama bir kullanicinin bu gesitli paydaslarin kendi ¢ikarlari-
na gore hareket ettigine nasil giivenebilecegini hala tam olarak 6ngoéremiyoruz. Merkezsiz-
lesme her zaman iyi olmadig1 gibi merkezilesme de her zaman kétii degil. Web 3.0 ile ilgili
arastirmamizda bizi rahatsiz eden sey, gesitli paydaslarin hesap verebilirlik veya hangi 61-
giitlerden sorumlu olacaklar: hakkinda ne kadar az konustugudur. Bu sirketlerin kamunun
cikarina nasil katkida bulunacagini veya bu konuda kamu olarak kimi diisiindiiklerini an-
lamak i¢in net bir 6l¢iim sistemi yok.

Dijital-fiziksel benligin diyalektigi hakkinda ne diisiiniiyorsunuz? Cevrimici ve gev-
rimdig1 kigiliklerimiz ne kadar gegisli? flki, ikincisinin “derin dijital ikizi” mi? Web 1.0
kimliklerimiz ilkel avatarlardan oluguyordu, ancak bugiin kendimizi her yerde ve her
yerde ag baglantil1 bir siber uzayda gergeklestiriyoruz. Bir kimlik doniisiimiinden bah-
sedebilir miyiz?

Elbette, J. Sage Elwell’in dedigi gibi “doniistiiriilmiig benlik”, “biitiinlesmis, dagilmus,
epizodik ve etkilesimli, géz atilabilir bir hikaye diinyas1” olarak olugturulmustur. Bunun bu
konuda diisiinmek igin iyi bir ¢ergeve sunsugunu diisiiniiyoruz. TikTok veya Twitter’da
olmasaniz bile, hayatiniz hila bundan ¢ok etkileniyor ve bu nedenle artik IRL (gergek ha-
yatta olan) ve “gevrimigi” kavramlar ¢ok uzun bir siiredir yok.

Oliim, benligimizi nasil sekillendirdigimizle yakindan ilgili. Montaigne, felsefe
yapmanin 6lmeyi 6grenmek oldugunu séyler... Heidegger, otantik bir insan olmak i¢in
yasami 6litmiin ufkuna yansitmak gerektigini belirtir... Transhiimanizmin 6liumle ilgi-
li segenekleri hakkinda ne diisiiniiyorsunuz? Zihninizi 6liimsiizlestirmekle ilgilenir
miydiniz? Bu olasilik bir sekilde giinlitk hayatinizi etkiliyor mu?

COVID-19 bize kendi benligimizin sinirlarinin inga edildigini 6gretti... Bu ayni zaman-
da kendi zihnimizin sinirlarinin da inga edildigi anlamina geliyor. Bildiklerimiz ve nasil
distindiigiimiiz kolektiftir, dolayisiyla bir kisinin zihninin tekil oldugu fikri bizce yanligtir.
Bu nedenle kendinizi 6liimsiizlestirmenin tek yolu bildiklerinizi paylasmak, 6gretmek ve
bir sekilde kiiltiire yerlestirmek.

“Zihninizi olumsiizlestirme” fikrini gergekten ciddiye almiyoruz. Yine de seslerini
olumsiizlestiren bazi giizel 6rnekler var: Holly Herndon’dan Holly+ veya Dolly Parton’in
arsivi, seslerini belirli segilmis topluluklar tarafindan kullanilabilecek araglara doniistiirii-
yor. Bu o6rneklerin, 6liimden sonra yagamak i¢in yapay zekéy: kullanmaya y6nelik daha
comert ve tiretken yaklasimlar oldugunu diisiiniiyoruz.

Federico Campagna’nin son kitab1 Prophetic Cultureda (2021), bireysel bir bedenden
ziyade bir medeniyetten (bu durumda Batili modernite) bahsediyor -bir medeniyetin nasil
“6lmeyi 6grenebilecegini” ve buna en iyi sekilde hazirlayabilecegini soruyor. Hangi medya-
nin ya da bigimlerin ortaya ¢iktiklar1 “zaman dilimi disinda”, “maddi olmayan bigimlerin
hayatta kalmasini” garanti edebilecegini sorguluyor. “Gelecek olan diinyay1” hazirlamak
icin bu uygarligin hikayesinin nasil anlatilacag sorusu, bizim igin kisisel zihnimizi 6liim-
stizlestirme fikrinden daha kaydadeger.

Onceki yillarda sanal, birbirine bagli ve hiper baglantili i¢ mekanlara odaklandiniz.
COVID-19 salgini ve karantinalar ile evler muazzam bir dijital genisleme gordii. Salg:-
nin bu alandaki etkileri hakkinda ne diisiiniiyorsunuz? Ayni konuyla ilgili gelecek pro-
jeleriniz var mi1?

2018 ve 2019°da ev kavrami tizerine galigtik ve gézetlenme anlaminda artik “6zel alan”
olmadigin diisiindiitk. Kapanma sirasinda Amazon’un hisselerinin yiikseldigini gordiik ve
pandeminin sirkete biiyiik 6l¢iide yardime1 oldugu agik. Su anda, ev gozetiminin belirli
donanimlar: tizerinde daha az galisiyoruz ve daha ¢ok veri analitigine, toplanan verilerin
tahminlerde bulunmak i¢in algoritmik modellerde nasil kullanildigina bakiyoruz. Mevcut
projemiz, veri tahayyiillerinin (David Beer tarafindan ortaya atilan bir terim) hayatimizi
nasil sekillendirdigine odaklaniyor - bir kiirat6r bir keresinde bize isimizin daha ¢ok ma-
kine “bakig1” ile ilgili oldugunu séylemisti, bu dili cok sevdik ¢iinkii bakis sadece bir sey
tizerinde goriisii degil, fikir ve dilgiincenin olusumunu da ima eder.

Aragtirmamuzin 6nciilii, 6ngorii modellerinin, bilginin iretildigi ve kolektif gelecekle-
rin hayal edildigi durumlarda aragsal bir rol oynadig: anlayigidir. Bu algoritmik modeller,
bedenimiz ile maddi ve sosyo-politik ¢evremiz arasindaki arayiiz haline geldi. Bu modelle-
rin en ¢ok taninan “giktilarindan” biri, son zamanlarda pek tahmin edilemeyen COVID-19
pandemisi, iklim degisikligi veya su anda yiikselen petrol fiyatlarini 6ngérdiikleri icin 6ne
cikan “egriler”dir.

Veri modellemenin kendine 6zgii dilinin zorlayic1 dogasini sorgulamak igin, “algorit-
mik tahminde geriye bakmanin” yollarini gelistiriyoruz. Son bir buguk yildir 6ngérii algo-
ritmalar tizerinde ¢aligiyoruz, diyagram olugturma teknikleri ve verilerin fiziksel mekén-
sallagtirilmasini kullanarak gorsel bir dil gelistiriyor ve ardindan bunu performansa
doniugtirityoruz.

Biz buna somutlagtirilmig diyagram diyoruz ve bu, 6ngorii modellerine dayali geleceklerin
iiretimini analiz etmek i¢in bir arayiiz olarak teknoloji aragtirmamiza devam etmemizi sagli-
yor. Bu, yapay zekdnin kehanet dogasini anlama yolumuz. Olasi gelecekleri olugturmak i¢in
tasarlanmis AI/ML modelleriyle etkilesime giriyoruz. Bu modellerin ii¢ boyutlu bir temsili
olarak serit dansini (jimnastigin bir tiirit) kullaniyor, projeyi insan 6l¢eginde tutarak, bu mo-
dellerle etkilesimde bulunmak igin ¢ok “fiziksel” bir yaklagima giriyoruz. Ardindan, jimnas-
tikg¢iyi ve kurdelesinin hareketlerini tahmin etmek i¢in modelleri kullaniyoruz.

Su anda hangi proje(ler) iizerinde ¢alisiyorsunuz?

Londra’da V&A’de ikamet ederken karantina sirasinda baglayan son projemiz igin ol-
dukg¢a heyecanliyiz. Diinyadaki en harika programeci olan Isaac Clarke ile ¢alistik. Sokaga
cikma yasagiyla birlikte, her hafta birlikte oturup bir seyler test edecegimiz, bir seyler oku-
yacagimiz, tartigacagimiz vb. atdlye ¢alismalar1 yapmak igin yeterli zamanimuz oldu. Yakin
gelecekte bir teslim tarihi olmamasi gergek bir 6zgurliikeii.

Her neyse, bir yil boyunca ribbon.Py adl1 bir program ve bir performans tizerinde galig-
tik.. jimnastik¢i gergeklestirir. Isaac’in bir seyleri sifirdan inga etme ve birgok deney yap-
ma konusundaki uzmanlig: ve hevesi paha bigilmezdi. Ritmik jimnastik sporu hakkinda
cok sey 6grendik ve bu bize karmagik modellerin mantigin1 hakkinda ¢alistigimiz her
seyi fiziksellestirmenin bir yolunu sagladi. Serit hareket halindeyken basit, gevsek bir
form gibi goriinse de, esnekligi ve agirlig1 ona karmasgik sistemlerin 6zelliklerini yansitan

Uber, it’s a company that in this context we could think of as operating an AI It has some
forms of superficial empathy built into its UL It sort of tries to support you and help you
out as a rider. But then the company is a union buster that doesn’t pay its taxes.

You are concerned with the personal data that we share with large IT companies.
What do you think about Web 3.0 regarding the decentralized networks it offers? Do
you think that the future is more empowering for the individual users?

We think what we are most concerned about is just that large tech companies don’t act
in the public’s interest. Web 3.0 presents huge infrastructural turn in terms of the distribu-
tion of servers - groups are building decentralized versions of the whole web stack now, and
that’s great, but we still don’t quite see how the average user can trust that these various
stakeholders are acting in their interest - decentralization is not always good just like cen-
tralisation is not always bad. What strikes us in our research about Web 3.0 is how little the
various stakeholders talk about accountability or to what metrics they will be accountable.
There are no clear systems of measurement for understanding how these companies will
contribute to the public’s interest or who they consider their public for that matter.

What do you think about the dialectic of digital-physical self? How transitive are our
online and offline personas? Is the initial a “deep digital twin” of the latter? Our Web 1.0
identities consisted of primitive avatars, but today, we are ubiquitously performing our-
selves in a networked cyber space. Can we talk about a transmediation of identity?

Sure, the “transmediated self” as J. Sage Elwell puts it is “constituted as a browsable
story-world that is integrated, dispersed, episodic, and interactive” We think this is a good
framework for thinking about it. Even if you're not on TikToc or Twitter your life is still
very influenced by it and so it’s true that there isn’t “IRL” and online anymore and hasn’t
been for a very long time.

Mortality is highly related to how we shape our selfhood. Montaigne says that to
philosophize is to learn how to die... Heidegger states that to be an authentic human
being, it is essential to project life onto the horizon of death... What do you think about
the options of transhumanism regarding death? Would you be interested in immortal-
izing your mind? Does this possibility somehow affect your daily life?

COVID-19 has taught us that the boundaries of our own selves are constructed... which
also means that the boundaries of our own minds are too. What we know and how we think
is collective so the idea that one person’s mind is singular is false in our opinion. Therefore,
the only way to immortalize yourself is to share what you know, to teach and somehow
embed it in the culture.

We don’t really take the idea of ‘immortalizing your mind’ seriously. There are some
nice examples of people immortalizing their voices though: Holly Herndon’s Holly+ or
Dolly Parton’s archive are making their voices into tools that can be used by certain se-
lected communities. We feel like those examples are more generous and generative ap-
proaches to using AI to live on after death.

In Federico Campagna’s latest book Prophetic Culture (2021), he is talking about not the
death of an individual body but rather a civilisation (in this case Westernized Modernity)
- asking how a civilisation “can learn how to die” and prepare the best way they can. He
questions which media or forms can guarantee the “survival to immaterial forms” outside
of the “time-segment” they originated from. This question of how the story of this civiliza-
tion should be told to prepare the “world-to-come” is more relevant to us than the idea of
immortalizing our personal mind.

In the previous years, you focused on virtual, interconnected and hyperlinked do-
mestic spaces. With the COVID-19 pandemic and the quarantines, houses have seen
massive digital expansion. What do you think about the pandemic’s implications on
this area? Do you have upcoming projects regarding the same subject?

In 2018-19 we worked on the home and thought about how it is no longer a “private
space” in the sense that it is surveilled. Since we saw Amazon’s stocks soar during lock-
down, it’s apparent that the pandemic helped the company massively. At the moment, we
are working less on the specific hardware of home surveillance and looking more at the
data analytics, how that captured data is used in algorithmic models to make predictions.
Our current project is really focused on how data imaginaries (a term coined by David
Beer) are shaping our life - a curator once told us that our work was very much about the
machine “gaze”, we liked that language a lot because the gaze implies the formulation of
opinion and thought, not just vision on something.

The premise of our research comes with the understanding that forecast prediction
models play an instrumental role in the ways through which knowledge is produced, and
collective futures are imagined. These algorithmic models have become the interface be-
tween us (our body) and our material and socio-political environment. One of the most
recognisable “output” of these models are “the curves”, which have recently taken on a
prominent position as they forecast the hardly predictable COVID-19 pandemic, climate
change, or at the moment, rising oil prices.

To question the coercive nature of the specific language of data modeling, we are devel-
oping ways to “gaze back at algorithmic prediction” In the last year and half we’ve been
working with prediction algorithms, developing a visual language using diagramming
techniques and the physical spatialisations of data and then turning this into performance.
We call it embodied diagramming and it allows us to continue our investigation of technol-
ogy as an interface to analyze the production of futures based on forecasting models. This
is our way into understanding the prophetic nature of AL To do this we interact with those
AI/ML models designed to render possible futures. We engage in a very “physical” ap-
proach to interact with these models by keeping the project at human scale by using ribbon
dancing (a kind of gymnastics) as a 3D representation of these models. And then using the
models to also predict the gymnast and her ribbon’s movements.

What specific project(s) are you working on at the moment?

We are quite excited about our latest project which started during lockdown while we
were doing a residency at the V&A in London. We worked with the most amazing pro-
grammer, Isaac Clarke. With the lockdown, we had enough time to sit together every week
and do workshop sessions where we would test stuff, read stuff together, discuss etc. It was
a real freedom to not have delivery right around the corner.

We worked for a year to create a programme, ribbon.Py, and a performance. Isaac’s ex-
pertise and willingness to build things from scratch and experiment a lot was invaluable.
We learned so much about rhythmic gymnastics and this allowed us a way to physicalize
everything we were studying about the logic of complex models. Though the ribbon seems
to be a simple, limp form, in motion, its flexibility and weight give it hydrodynamic quali-

hidrodinamik nitelikler verir (yani dogrusal olmama durumu, dinamik kararsizliklar ve
tiirbiilans). Serit, dalgalar, huniler veya tiipler olusturdugunda bir¢ok boyutu modelleye-
bilir. Ve ilging bir sekilde, simiile edilmis uzaya aktarildiginda ayni sistematik temsil ve
6ngorilebilirlik ikilemini sunar ve bu da onu fiziksel diinyay1 dogru bir sekilde simiile
etmenin zorluklar1 ve bu karmagikliklar: ilk etapta temsil edecek bir cihaz i¢in maddi bir
vaka ¢aligmasi yapar.

Performansi, Three Fates (Ug Kader) adli bir hikayeye dayandirdik — goblen dokuyan
mitolojik figiirler, insanin kaderini, onlarin yasam ipliklerini, déndirerek, 6lgerek ve ar-
dindan her bir yagsamin ipligini keserek belirlerler—, program akis1 benzer bir mantig1 can-
11 olarak takip ediyor. Performansta, veri toplamanin (ddndiirme), analiz etmenin (6l¢me)
ve tahminler olusturmanin (kesme) her biri olasi bir gelecege yol agiyor.

V&A’daki performanslarda ritmik jimnastik¢i Mimi-Isabella Cesar, kurdele aparati ile
koreografisi yapilmis bir rutin gergeklestiriyor. Bu, MoveNet ve UMAP gibi ¢ok boyutlu
veri gorsellestirme araglar1 da dahil olmak tizere gesitli bilgisayarli gorme algoritmalar:
tarafindan igleniyor. Dans¢inin ve seridinin sekli, rengi ve hareketi veri noktalar1 olarak
kaydediliyor, bu performans i¢in hazirlanmis bir program olan ribbon.Py, desenleri giiven-
le belirlemek ve boylece koreografi ve seridin egrisi hakkinda varsayimlarda bulunmak igin
egitiliyor. Bir Encoder-Decoder LSTM (uzun kisa siireli bellek) modeli, olas1 koreografik
dizileri tahmin etmek i¢in bu kaliplar1 kullaniyor.

ties that mirror those of complex systems (i.e. nonlinearities, dynamic instabilities, and
turbulence). The ribbon can model many dimensions when it forms waves, funnels or
tubes. And interestingly, it presents the same systematic representation and predictability
dilemma when transferred to simulated space making it a material case study for the diffi-
culties of accurately simulating the physical world along with a device to represent those
complexities in the first place.

We based the performance on a story called the Three Fates -mythological figures who,
through weaving tapestry, determine human destiny by spinning, measuring and then fi-
nally cutting the thread of each individual life-, the programme flow follows a similar logic
live during the performance, collecting data (spinning), analyzing it (measuring) and
forming predictions (cutting), each leading to a possible future.

In the performances at the V&A, rhythmic gymnast Mimi-Isabella Cesar executes a
choreographed routine with her ribbon apparatus. This is processed by various computer
vision algorithms including MoveNet and multi-dimensional data visualization tools such
as UMAP. The shape, color and motion of the dancer and their ribbon is registered as data
points, training a programme made for this performance, 7ibbon.Py, to identify patterns
with confidence and thereby make assumptions about the choreography and the ribbon’s
curve. An Encoder-Decoder LSTM (long short term memory) model uses these patterns to
extrapolate possible choreographic sequences.

WNASNN VEA LV IOV Td XOO.L HONVINIOIYAd HH.L WO TTILS
QLNOQIOO NVISNVIWIOAYAd NISTIAAIYTO AANISAZON VEA Ad'NOIAII IOV ANVIDAT
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Gorunmeyeni

kritik bir tepki

olarak gorsellestirmek:

Visualizing

Studio Plastique

the invisible as

a crtical reaction:

Roportaj Interview: Liana Kuyumcuyan

THERESA BASTEK & ARCHIBALD GODTS,
STUDIO PLASTIQUE, FOTOGRAF PHOTO OIOIOI

Studio Plastique

Tasarimin sinirlarini sorgulayan,
teknolojinin fark edilmeyen etkilerini
insana, dogaya ve teknolojiye karsi elestirel
bir tavirla gorsellestirmeyi hedefleyen
Studio Plastique’in kurucular1 Archibald
Godts ve Theresa Bastek ile konustuk

We did a short interview with Archibald
Godts and Theresa Bastek, founders of Studio
Plastique, who seeks the limits of design,
aiming to achieve to visualize the unnoticed
effects of technology with a critical attitude
towards people, nature, and technology
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STUDIO PLASTIQUE, FLIGHT MODE,
ISPIYONCU WHISTLEBLOWER

STUDIO PLASTIQUE, FLIGHT MODE,
FOTOGRAF PHOTO FEMKE RE] [JERMANN

Oncelikle pratiginiz hakkinda genel bir soru sormak istiyorum; ¢alismalarinizin ge-
nellikle daha kapsamli aragtirmalar1 gorsellestirdigi sdylenebilir. Tasarimi bir hika-
ye anlatma bicimi olarak kullanryorsunuz. Yontemlerinizi nasil tanimlarsiniz?

Tasarimcilar olarak malzemeleri, siiregleri, titketim senaryolarini ve nihayetinde
nesnelerimiz ve gevremizle olan iligkileri sekillendiriyoruz. Tasarimin i¢inde yatan
glicii farkindayiz diyebiliriz - tasarim pratiginin dogasinda var olan iyilestirme potan-
siyelini veya bozulma tehlikesini g6z ard1 edemeyiz. Bu anlamda projelerimize yakla-
sirken dikkatli davraniyoruz. Katkilarimizi mantikli bir sekilde konumlandirmak i¢in
ilgili baglamlar1 kesfetmeye zaman ayirmay1 6nemli buluyoruz. Yontemimiz bir baki-
ma anlayis, yaratma ve liretim siireglerinde insanlara saygi duyarak, dahil ederek, in-
sanlarla degis tokus yaparak ve al¢ak goniillii olmakla ilgili.

Bu yontem ayni zamanda fikirlerimizi, bulgularimizi, tekliflerimizi ortaklarimiz,
igbirlik¢ilerimiz ve genel olarak insanlar i¢in anlagilir bir sekilde iletmenin bir yolunu
bulma ihtiyacini da igeriyor. Bu anlamda arastirma, pratigimizde genellikle tek bagina
duruyor gibi goriiniiyor, ¢iinkii aragtirmanin bagimsiz olarak var oldugunu digiiniiyo-
ruz, ancak sonugta proje gelistik¢e ve dahil oldugumuz igbirlikleri bityiiditk¢e bagka
bir amaca hizmet etmeye basliyor.

Flight Mode isimli, siirekli olarak ¢evrimi¢i olma durumumuzu bilinglendirme
konusuna dikkat ¢eken bir ¢calismaniz var ve objelerinizin kullaniciy: radyasyon-
dan koruma etkisi var. Bu aragtirmay1 ve ¢alistiginiz malzemelerin o6zelliklerini
anlatir misiniz?

Birgok yenilik aniden, neredeyse sihirli bir sekilde hayatimizda beliriyor. Bununla
birlikte, yenili§in yasamin veya ¢evrenin diger yonleriyle baglantili olmadan veya
bunlar iizerinde etki yaratmadan tek bagina durabilecegine inanmak bizce ¢ok naif bir
diisiince. Kablosuz iletigim, giindelik hayatimiza o kadar gémiilii olan teknolojilerden
biri ki, 6zellikle de gériinmez oldugu i¢in bu teknolojiyi gercekten fark etmemeye bag-
ladik. Gittik¢e daha fazla elektromanyetik dalganin esiri oldugumuz gergegi, bizi bu
insan yapimi dalgalarin gergekte ne oldugunu kesfetmeye tesvik etti. Bu dalgalar gii-
nesin yaydig radyasyon ile kargilagtirabiliriz. En 6nemli fark giines radyasyonunun
goriiniir olmasi ve giinese uzun siire maruz kaldigimizda ne gibi tehlikelerle karg1 kar-
stya olacagimizi bilmemiz. Insan yapimi elektromanyetik radyasyonun goriinmez ol-
mast, var oldugunu bilmeyi neredeyse imkénsiz kiliyor. Yogunluklarini ve viicut tize-
rindeki etkilerini heniiz bilmiyoruz.

Bir yandan da, barinmayla iliskili malzemelerin tasarimi, diinyanin bazi bélgelerin-
de diizensiz radyasyonun gizlenen tehlikeleri konusunda farkindaligs artirtyor. Uriin-
lerimiz ayni zamanda insanlarin gezegenin her yerinde yarattig: kirli ortamlarin artan
tehlikelerini somutlagtiran bir nesneler toplulugu olarak kurgulandi. Bu baglamlarin
tiimil goriiniir olmasa da bu onlarin ger¢ek olmadig1 anlamina gelmez.

Somut olarak radyasyon filtrelenebilir, emilebilir veya yansitilabilir. Bu iiriinler ku-
mag battaniyeler, ekranlar ve dogal ortamdaki radyasyon varligini gorsellestiren elekt-
ronik bir cihaz olan Whistleblower gibi ¢esitli malzeme ve tipolojilerden oluguyor, hep-
si projede arastirilan kilit noktalarin ¢iktilari.

First of all, I would like to ask a general question about your practice; your works
generally visualize more extensive research. You are using design as a method of
storytelling. How would you describe your methodologies? Can we say you use de-
sign as a tool?

As designers, we shape materials, processes, scenarios of consumption, and ulti-
mately relationships with our objects and environment. Let’s say we are very aware of
the power that lays within the design - we can not neglect the potential for improve-
ment nor the danger of deterioration inherent to the practice of design. In that sense,
we thread carefully when approaching our projects. We find it important to take the
time to explore the contexts involved in order to position our contributions in a sen-
sible manner. In a certain way, our methodology is about being humbled by respecting,
involving, and exchanging with people in the processes of understanding, creation,
and production.

That methodology also involves the need to find a way to communicate our ideas,
findings, and proposals in an understandable way for our partners and collaborators
and the public in general. Research in that sense often seems to stand alone in our
practice because we conceive it to exist independently but ultimately serves a further
purpose as the project evolves and grows throughout the collaborations we engage in.

You have a work called Flight Mode, which raises awareness of being online con-
stantly, and your objects protect the person from radiation. Can you tell this re-
search and the specialties of the materials you worked with?

Many innovations appear in our lives abruptly, almost magically. However, it would
be naive to believe that innovation can stand alone without being connected to or hav-
ing impacts on other aspects of life or the environment. Wireless communication is
typically one of those technologies that have become so embedded in our everyday
lives that we don’t really notice it anymore, especially since it is invisible. The realiza-
tion that ever more electromagnetic waves criss-cross the ether triggered us to explore
what those man-made waves actually are. They can be compared to solar radiation -
with the difference that solar radiation is visible, and we know their danger when we
are exposed too long to them. For the man-made electromagnetic radiation, their in-
visibility makes it quasi impossible to know that they are present. We don’t know their
intensities and effects on the body yet.

On the one hand, the design of materials offering shelter raises awareness of the
lurking dangers of unregulated radiation in some parts of the world. On the other
hand, it is a collection of objects materializing the increasing dangers of the polluted
environments humans create all around the planet. Not all of those contexts are visi-
ble, which doesn’t mean they are not real.

Concretely, radiation can be filtered, absorbed, or reflected away. These were the
key aspects researched in the project through the use of various materials and typolo-
gies, such as textile blankets, screens, and the Whistleblower - an electronic device vi-
sualizing the presence of radiation in the natural environment.
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Bir diger projeniz Common Sands, yine teknolojik cihazlarin fark edilmeyen etkilerini gérsellestiri-

yor ancak bu sefer daha elle tutulur bir sekilde.

Endiistri, mevcut iiretim ve titkketim paradigmalarini belirliyor. Bu paradigmalar biiyiik 6l¢iide agir: tiike-
tim, saygisiz liretim ve kaynak y6netimi kogullariyla sonuglanan verimli finansal kazanglar tiretmeye odakla-
niyor. Bununla birlikte, hizmet ettikleri en kisa 6miirlii amaglar i¢in tasarlanmayan ¢ok sayida bilesen ve mal-
zeme de iiretiyorlar. Bu malzemeler ¢ogunlukla gevreye atildig igin, su anda siirdiirtilebilirligin herhangi bir
sekilde uygulandigindan bahsetmemiz miimkiin degil. Biitiinsel olarak konugsursak tasarimcilari, mithendisle-
ri ve imalat endiistrisini bu gezegendeki kaynaklarin dongiisel kullanimindan sorumlu kilacak eksiksiz bir
paradigma degisikligine ihtiyacimiz var. Kendimizi kademeli bir yaklagim gerektiren, paydaslar1 duyarli hale
getiren ve en 6nemlisi islerin nasil farkli sekilde yapilabilecegine dair 6rnekler olugturan bir baglamla karg:
karsiya bulduk. Halihazirda “boga harcanmis” bu materyallerden bazilarini daha makul sekillerde uygulamak,
konu hakkinda konugmaya baglamak i¢in bir baslangig olabilir. Bu anlamda projelerimizin ¢ogu, hem konula-
rimiz hem de yiiriittiigiimiiz isbirlikleri ile uzun vadeli ve artan katilimlarla olugturuyoruz.

Common Sands also visualizes the unnoticed effects of the technological devices, but this time they
are more tactable.

The industry sets the current paradigms of production and consumption. Those paradigms largely focus
on generating efficient financial gains with the resulting overconsumption and disrespectful conditions of
production and resource management. Nevertheless, it also generates vast quantities of components and
materials that were not designed for the most short-lived purposes they serve. As these materials are most
commonly dumped in the environment, one can not speak of sustainability being applied in any way cur-
rently. Holistically speaking, we would need a complete paradigm shift, making the designers, engineers,
and manufacturing industry responsible for the circular use of resources available on this planet. We found
ourselves confronted with a context that needs a gradual approach, sensibilizing the stakeholders and, most
importantly, setting examples on how things can be done differently. Applying some of these currently
“wasted” materials in more judicious ways is a first way of engaging the conversation about the issue. In that
sense, most of our projects are long-term and incremental engagements, both with the topics as well as the
collaborations we conduct.

STUDIO PLASTIQUE, COMMON SANDS, GEODESIGN SERGISI, 2019. FOTOGRAF OSCAR VINCK
STUDIO PLASTIQUE, COMMON SANDS, GEODESIGN EXHIBITION, 2019. PHOTO OSCAR VINCK
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Tasarimin i¢cinde yatan giicii farkindayiz
diyebiliriz - tasarim pratiginin dogasinda var
olan iyilestirme potansiyelini veya bozulma
tehlikesini goz ardi edemeyiz.

... we are very aware of the power that lays
within the design - we can not neglect the
potential for improvement nor the danger of
deterioration inherent to the practice of design.

STUDIO PLASTIQUE, CURRENT AGE, Z33, 2021.
FOTOGRAF PHOTO SELMA GURBUZ

STUDIO PLASTIQUE, COMMON SANDS,

GERI DONUSUM ARASTIRMASI,

FOTOGRAF STUDIO PLASTIQUE

STUDIO PLASTIQUE, COMMON SANDS,

RESEARCH INTO THE WEEE RECYCLING CONTEXT,
PHOTO STUDIO PLASTIQUE

Son projeniz Current Age gecen yaz Z33’te sergilendi ve bu proje kapsaminda elektrigin izlerini
takip ettiniz. Bu projeyi bizler i¢in 6zetler misiniz?

Tasarimcilar olarak gérevlerimiz lambalari bicimlendirmek ise, bu ayni zamanda 1s181n lambanin
igine girme seklini de icermemeli mi? Bu temel soru, enerji kaynaklarimizin nasil ele alindigina ilis-
kin konular1 gézlemlememizle ortaya ¢ikt1. Bir meta olarak elektrik, siyaset ve ticari ¢ikarlarina bira-
kilmis durumda ve hepimizin de bildigi gibi, bu tiir baglamlarda sagduyu ¢ogu zaman hakim degil.
Ek olarak enerji ve elektrik, meslekten olmayan kisilerin kavramasi i¢in teknik olarak ¢ok karmagik
baglamlar.

Current Age ile elektrigi ve elektrik altyapisini tasarim perspektifinden anlamaya ¢alistik. Aragtir-
digimiz temel sorular: Elektrik tiiketimi, tiretim, altyapi ve teknolojiler konusunda nereden geldik
ve nereye gidiyoruz? Elektrik toplumda nasil bir rol oynuyor ve buna toplum olarak nasil tepki veri-
yoruz? Ve en son olarak, biz tasarimcilar olarak elektrigin gelecegini sekillendirmede sadece tiiketici
olarak degil de, “ihtiyacimiz” dahilinde nasil aktif rol alabiliriz?

Bu sorular sergide fiziksel olarak dort baglik olarak kurgulandu: Birincisi, elekerik titketimi; ikincisi,
elektrik dagitimy; tictincusi, elekerik iiretimi; ve dordiinciisii, elekerik olgusunun giizelligi ve biiytisii.

Flight Mode, teknolojinin goriinmez etkisiyle miicadele ederken, Current Age de dijital ci-
hazlarin iklim degisikligi iizerindeki etkisini vurguladi. Internette yaptigimiz eylemlerin hep-
si muazzam bir karbon emisyonu yaratiyor ve cogumuz bu gercegi kurcalamiyoruz ¢iinkii dog-
rudan etkilerini hissetmiyoruz. Siz bu sorunu goérsellestirmek i¢in hangi yontemleri ve
araclari kullandiniz?

Elektrik ve internet elle tutulamaz olsalar da kablolar, jeneratorler, veri merkezleri, transforma-
torler ve depolama tesislerinden olugan ¢ok agir bir malzeme altyapisini kullaniyorlar. Bu altyapinin
filizlenmis dogasinin malzemelerini, sekillerini ve cografyasini -gezegeni dolagan bir kablo a8 ola-
rak- gostermek, 15181 agmak veya telefonunuzu sarj etmek icin gereken kaynaklara ve ¢abalara bir
dlgek ve gergeklik duygusu verir. Ote yandan teknolojik gelismelerle birlikte cihazlar daha az enerji
tiiketiyor. Ayni zamanda, gesitli merkezi olmayan teknolojiler, gerekli enerjinin daha kiiciik 6lgekte
iiretilmesini sagliyor. Bunu sergide enerjiyi kinetik bir yerlestirme olarak gorsellestirdik - yerlegtir-
meyi hareket halinde tutmak i¢in gerekli elektrigi iiretmek adina birlikte veya bagimsiz olarak ¢ali-
san bir teknolojiler evreni olusturduk. Biiyiik sogutma kuleleri ve mega barajlar bu anlamda gegmise
ait olmali, ancak gsebekeye olan giivenimiz, sergide kesfettiklerimiz gibi alternatif vizyonlar: tahayyiil
etmeyi ¢ok zorlastirtyor.

Ayrica elektrige erisimin (diinyanin elektrigin hafife alinamayacagi bazi bolgelerine kiyasla) ayri-
caligini gorsellestirdik ve elektrige giinliik olarak sahip oldugumuz bir¢ok temas noktasini pek ¢ok
sey i¢in giivendigimiz, ancak ¢ogu zaman dikkatimizden kagan bu temel metaya dikkat ¢ekmek i¢in
kullandik. Dijital ekranlar, giinliik elektrikli cihazlar1 bir termografik kameradan gorildigi gibi ha-
reket halinde gostermek i¢in kullaniliyor. Tiim elektriksel aktivite, bir yan {iriin olarak 1s1 tiretiyor,
boylece isini yapan elektrigin varligini ifsa ediyor. Her seyin baslangici olarak algilanan elektrik,
sergide insanligimiza olan hayranligimizin bir hatirlaticisi olarak ve ayni zamanda bu evcillestirilme-
mis fenomeni evcillestirilmis ve dokunsal bir sekilde sergiliyor. Elektrigin vahsi ve bityiileyici giizel-
ligi saklandiginda yok oluyor, ki bunu kaynaklarimizin ¢ogunda oldugu gibi baglanti, denge ve iliski
kaybina bagliyoruz.

Your last project, Current Age, was exhibited last summer in Z33, and you tracked electricity.
Can you summarize this project for us?

If, as designers, our tasks can be to shape lamps, should it not also include the way the light comes
into it? This fundamental question appeared with the observation of issues surrounding how our
energetic resources are handled. Electricity as a commodity is very much left for politics and com-
mercial interests to deal with, and as we all know, common sense rarely prevails in such contexts.
Additionally, energy and electricity are technically very complex contexts for the layperson to grasp.

With the Current Age, we initiated an understanding of electricity and its infrastructure from a
design perspective. Key questions we investigated are: Where do we come from, and where are we go-
ing regarding electric consumption, generation, infrastructure, and technologies? What role does elec-
tricity play, and how are we responding to this as a society? And ultimately, how can we as designers
take an active part in shaping the future of electricity as we “need” it and not only as we consume it?

Those questions were physically set up as four levels of understanding in the exhibition: First, the
consumption of electricity; second, the distribution of electricity; third, the generation of electricity;
and fourth, the beauty and magic of the electric phenomenon.

Just as Flight Mode was tackling an invisible effect of technology, the Current Age also high-
lighted the effect of digital devices on climate change. All the acts we do on the Internet are
creating an enormous carbon emission, and most of us are not embracing this fact because we
don’t feel its direct effects. What methodologies and tools did you use to visualize the defined
problem?

Although electricity and the Internet are immaterial, they rely on a very heavy material infrastruc-
ture of cables, generators, data centers, transformers, and storage facilities. Showing the tentacular
nature of this infrastructure in the forms of its materials, shapes, and geography -as a web of cables
entangling the planet- gives a sense of scale and reality to the resources and efforts needed to switch
on the light or charge your phone. On the other hand, with technological advancements, devices
consume less energy. At the same time, a variety of decentralized technologies allow for the neces-
sary energy to be generated on a smaller scale. We visualized this in the exhibition in the form of a
kinetic installation - a universe of technologies working together or independently to generate the
needed electricity to keep the installation in movement. The large cooling towers and mega-dams
should belong to the past in that sense, but our reliance on the grid makes it very difficult to consider
alternative visions, such as those we explored in the exhibition.

Additionally, we visualized both the privilege of access (when compared to certain parts of the
world where electricity can not be taken for granted) to electricity and the many touchpoints we have
with electricity on a daily basis is used as a way to draw the attention to this essential commodity that
we rely upon for so many things but escapes our attention most of the time. Digital screens are used
to show daily electric devices in action as seen through a thermographic camera. All the electrical
activity generates heat as a byproduct, thus betraying the presence of electricity doing its work. The
electric phenomenon as the beginning of it all has been portrayed in the exhibition as a reminder of
our fascination with our humanity and, at the same time, referring to the untamed phenomenon
displayed in a tamed and tactile manner. By hiding it, much of the wild and fascinating beauty of
electricity is gone, which we link to the loss of connection, balance, and relation - such as with most

of our resources.
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Sergideki bulgularinmizin kiiratorliigiinii nasil yaptiniz? Hikayenizi yerlestirmeleri-
niz aracilifiyla anlatmak i¢in kullandiginiz yontemler nelerdir?

Bu boyutta ve karmagiklikta bir konuda giiniimiiz durumunun inceliklerini anlamak
i¢in bir veri tabani ve uzmanlarla fikir aligverisi gerekir. Elektrik tiretim teknolojileri ala-
nindaki uzmanlar, sebeke operatérleri, distribiitérler, yerlesik ve alternatif teknolojiler ve
elektrikle ilgili vizyonlar alanindaki onciiler ile bir dizi gériisme baglattik. A¢ik¢asi bu
konugmalar, gelecegin elektrik arazisini sekillendirme potansiyelini anlama ve kavrama
konusundaki kigisel arzumuz ile yonlendi.

Bu bilgi taban, serginin diizeninde bize rehberlik etti ve sonug olarak daha 6nce de
bahsettigimiz d6rt baglik altinda ele alindi. Tasarim agisindan ele alindiginda bu bir
kesif yaklasimidir. Bu anlamda konuya malzeme, teknoloji, harita, iliskiler ve algilar,
elektrige kiiltiirel gondermeler ve bunlar arasindaki baglantilar iizerinden yaklastik.
Elektrik kablolarini yerden mecazi olarak gekmek ve onlar1 botanik 6rnekler olarak ele
almak, bu filizlenmis altyapiya yabancilagmayi tasvir etmenin ve bunlarin yaratilmasi
icin gerekli malzemeleri ve tasarimi sergilemenin bir yolu. Gériinmez kuvvetlerin bir-
biri etrafinda dénen gok cisimlerini ¢ektigi ve reddettigi gezegen sistemimize benzer
sekilde, tiretim teknolojileri, farkl: elektrik tiretim teknolojilerinin siirekli bir hareket
yaratmak icin etkilesime girdigi ve birbirine bagimli oldugu kinetik bir kurulum ola-
rak sergilendi. Perspektifi insan gézlerimizden farkli bir spektruma kaydirarak eleke-
rigin gorinmez dogasini vurguladigimizda, bir konunun kendi sinirli insan duyulari-
miz ve bakig acgilarimizin algilayabileceginden ¢ok daha fazla yonii olabilecegini
gostermeye calisiyoruz. Benzer sekilde, yildirim gibi dogal bir fenomeni yeniden iiret-
mek esrarengiz bir his yaratir, ancak bedenlerimizin bu biiyiileyici fenomenle etkilesi-
mini gorinir kilar. Bu sergi gercekten de konuyla ilgili kendi yolumuzu empatik bir
sekilde kesfederek mevcut sosyo-kiiltiirel ve maddi zeminleri test ederek 6nciilitk etme
amacini tagryor.

Proje taniminizda 6nemli bir satir var: “Elektrik, bugiin bildigimiz haliyle Bat1
toplumumuzu sekillendiriyor. (Batil1) insanlar olarak mevcut kimliklerimizi miim-
kiin kiliyor ve besliyor.” Dediginiz gibi giiniimiizde elektrik hemen hemen her seyin
temeli ve bu proje ile bu giice sahip olmanin sonuglarini vurgulamak istediniz. Bu ser-
gi, varolan sistemin yeniden tasarlanmasi iizerine bir konusma baslatt: mi1?

Mevcut durumun biiyiik 6l¢iide evrimin sonucu oldugunu gézlemledik. Sistemin ger-
¢ek bir yeniden tasarimi su anda en ¢ok elektrik sebekesi olmayan bolgelerde goriilmekte.
Buralardan ¢ok sey 6grenilebilir ama bu ayni zamanda bati diinyasindaki kimliklerimizi
sorgulamayi da gerektirir. Hil4 sistemlerimizi diinyanin diger kiiltiirlerine ve bolgelerine
bask: yapmak i¢in kullanma egilimindeyiz; ayni sey killtiirel ve altyapisal bir sey olarak

elektrik icin de gegerli.

How did you curate your findings in the exhibition? What are the methodologies
you follow on your installations to tell your story?

A topic of this size and complexity requires a knowledge base and an exchange with
experts to understand the subtleties of today’s landscape. We initiated a range of con-
versations with experts in the field of electric generation technologies, grid operators,
distributors, and protagonists in the field of established and alternative technologies
and visions on electricity. Obviously, those conversations were guided by our personal
desire to understand and grasp the potential of taking part in shaping the electric land-
scape of the future.

This knowledge base guided us in the exhibition’s layout and has been approached con-
sequently in the four chapters of understanding mentioned earlier. It is an exploration
approach from the point of view of design. In that sense, we have approached the topic
through the materials, technologies, maps, relationships and perceptions, cultural refer-
ences to electricity, and the connections between those. Figuratively pulling electric ca-
bles from the ground and treating them as botanic artifacts is a way of portraying the
alienation from this tentacular infrastructure and showcasing the materials and design
necessary to their creation. Similar to our planetary system in which invisible forces at-
tract and reject celestial bodies circling around each other, generation technologies were
displayed as a kinetic installation in which different electric generation technologies in-
teract and depend on each other to create a continuous movement. When we highlight
the invisible nature of electricity by shifting perspective from our human eyes to a differ-
ent spectrum, we try to help identify more aspects of a topic than our own limited human
senses and perspectives can perceive. Similarly, reproducing the natural phenomenon of a
lighting bolt generates an uncanny feeling yet plays with the interaction of our bodies
with this fascinating phenomenon. This exhibition really is an exploration led by testing
the existing socio-cultural and material grounds exploring our own way forward with the
topic in an empathic way.

There is an essential line in the project definition: “Electricity shapes our Western
society as we know it today. It enables and feeds our current identities as (Western)
human beings.” As you say, electricity is the base of almost everything today, and with
this project, you wanted to highlight the consequences of having this power. Did this
exhibition open up a conversation on redesigning this system?

We observed that the current situation is largely the consequence of evolution. A real
redesign of the system is currently most visible in territories with no electricity grids. A lot
can be learned from there, but this also involves questioning our identities in the western
world. We still have the tendency to oppress our systems onto other cultures and regions
of the world; the same goes for electricity as a cultural and infrastructural thing.

Kiiresel olarak birgok yerde genis bir sebeke mevcutken, bu mevcut altyapiy1 gz ardi
etmenin mantikli olup olmadig: sorgulanabilir. Ancak, kesinlikle daha esnek ve merkezi
olmayan senaryolar i¢in daha acik fikirli olmaliy1z. Bunun miimkiin oldugunu bilerek
ekonomik ve ekolojik diizeylerde bir¢ok gercek avantaja sahip oldugunu farkina varabili-
riz. Uzmanlarla yaptigimiz gériismelerde, sistem yeniden tasarlanirsa agirlik merkezi hii-
kiimetler ve hitkiimetlerin vergilerinden, sebeke operatérleri ve distribiitor gibi kurumlar-
dan uzaklasacagindan, ekonomik ¢ikarlarin ortadan kalkacagini ve bu yiizden de bu
yeniden diisiinmenin gergeklesmedigi agik¢a vurgulandi.

Tasarimcilar olarak, her seyden 6nce elektrigin giin 15181na, kamusal alana geri getiril-
mesi gerektigini diigiiniiyoruz. Bir¢ok projemizde oldugu gibi, teknolojileri akill1 yollarla
uygulayan nesnelerin tasariminin ve kademeli bir yaklasimin nihayetinde elektrik ortami-
n1 degistirmeye ve ¢esitlendirmeye yardimci olacagina inaniyoruz.

Dijital teknolojilerle ilgili olarak tasarimin gelecegi hakkinda ne diisiiniiyorsunuz?
Birbirine ¢ok zit iki egilim var; biri dijital benliklerle dijital mekanlarda yeni yasam-
lar insa ediyor, digeri iklim degisikligi ile iligkili olarak dogaya odaklaniyor. Kendini-
zi nerede konumlandiriyorsunuz?

Dijitalin fiziksel gercekligimizdeki rolii giderek artmaya devam edecek. A¢ik¢asi bu ele
alinmasi gereken yeni baglamlara yol agacaktir. Tasarimcilar olarak, 6zellikle bu karsitlik-
lar1 g6z 6niinde bulundurmakla ve onlari nasil birlestirecegimizle ilgili ¢aligmamuz gereki-
yor; bu baglamin ele alinig biciminde oynayacagimiz 6nemli bir rol var. Dijital teknoloji-
ler, iklim krizinin sihirli ¢6ziimii ya da dogal ¢evreye kars1 konumlanmamali. Ancak, insan
yapimi senaryolarin bazilarinin artik dogal ¢evre ile uyumlu olmadigindan, ¢ok dikkatli
tasarlanmig yeni yaklagimlarin olusturulmasi gerekiyor.

Ozellikle iginden gegtigimiz pandemi déneminde dijital mekénlar oldukga tercih
edilir hale geldi. Bu hizli degisen ¢agda tasarim kendini nasil konumlandirabilir?
Arastirmaya dayali, farkindalik odakli projeler iizerine ¢alisan tasarimcilarin sayisi-
nin artacagini diigiiniiyor musunuz?

Uretiminin sorumlulugunu almayan bir tasarimi hakli ¢ikarmak gittikge zorlasiyor. Insan
niifusunun ¢evreye etkisi ge¢miste gz ard1 ediliyordu ama artik bu etki ihmal edilemeyecek
kadar yiiksek. Dijital diinya da daha az gercek degil ve cevresel ve sosyal etki agisindan ayni
zorluklarla kars1 karstya. Dijital kanallar tizerinden iletisimde farkli kaynaklar ve teknoloji-
ler kullaniliyor olsa da dikkate alinmasi gereken kaynaklar ve metalar bu alanda da varlar.
Bu anlamda, giderek artan sayida tasarim uygulamasinin ¢evre ve baglam bilincini, stirdiiri-
lebilirligi ve ileriye doniik sorumlulugu dikkate alacagina inaniyoruz. Gizlice gizlendigini
hissettigimiz asil tehlike, bu y6nlerin aslinda anlamli katkilar olmayan yeni markalagma ve
satis degerleri haline gelmesidir. Ne yazik ki, bunun i¢in gereken kolektif farkindalik eksik
oldugundan 6ncelikle egitim yoluyla ele alinmasi gerekecektir.

With an extensive grid in place in many places globally, it is questionable if neglecting
this existing infrastructure is judicious. However, we should definitely become more open-
minded towards more flexible and decentralized scenarios. It is possible and has many real
advantages on economic and ecological levels. Our conversations with experts have clear-
ly highlighted that there is no real economic interest in redesigning the system as it would
shift the center of gravity away from controlling institutions such as governments and
their taxes, grid operators, and distributors.

As designers, we think that, first and foremost, electricity should be brought back into
the daylight, back into the public realm. As with many of our projects, we believe that a
gradual approach and the design of objects implementing technologies in smart ways will
ultimately help change and diversify the electric landscape.

What do you think of the future of design in relation to digital technologies? There
are two very opposite tendencies; one is building new lives in the digital spaces with
digital selves, and the other is focusing on nature concerning climate change. Where
do you position yourselves?

The role of the digital in our physical reality will continue to increase. Obviously, this
will cause new contexts that will need to be addressed. We, as designers, have a role to play
in the way this context is addressed, especially when it comes down to considering those
opposites and how to unite them. Digital technologies are not the magic solution to the
climate crisis, and neither is it opposed to the natural environment per se. However, it is
necessary that some of the man-made scenarios are no longer compatible with the natural
environment and, in that sense, require very considerately designed approaches.

Especially during pandemics, digital spaces became highly preferred. How would
design position itself in this fastly changing era? Do you feel the number of designers
who work on research-based, awareness-oriented projects will increase?

It becomes hard to justify a design that does not take responsibility for its production.
The impact of the human population is becoming too high to neglect, as was the case in
the past. The digital world is no less real and does face the same challenges in regards to
environmental and social impact. Communicating over digital channels might use differ-
ent resources and technologies; it does rely on resources and commodities that have to be
considered. In that sense, we are convinced that an increasing number of design practices
will consider context awareness, sustainability, and responsibility going forward. The
danger we feel lurking is that these aspects become new branding and sales values that are
not actually meaningful contributions. Unfortunately, a collective awareness for that is
lacking and will need to be addressed, f.e. through education.

ZNGANO VIWTAS O.LOH AVYDO0.L0d ‘1207 €£Z “TOV INTIYND ‘TNOLLSY Td OIAN.LS



makale article

unlimited 40

PIA REGENBRECHT, “ASIRI YUKLENME HiSSI UZERINE ARASTIRMALAR - THE ATTENTION LAB” VIDEOSUNDAN GORUNTU, 2021.
PIA REGENBRECHT, STILL FROM THE VIDEO “INVESTIGATIONS ON THE FEELING OF OVERLOAD - THE ATTENTION LAB’, 2021.

Asin yuklenme hissi
uzerine arastirmalar
Investigations on the
feeling of overload

Yazi1 Text: Pia Regenbrecht

Tasarimci Pia Regenbrecht, giinliik “djjital”
aktivitelerin yol agtig1 asir1 bilgi yiiklenmesi tizerine
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Bilgiyle bir yogun bir seyrek, diizensiz bir iliskisi olan ve bilginin verdigi keyif ve cosku ile asir1 bilgi
yiitklenme hissi arasinda gidip gelen biri olarak, agag1 yukari iki ayda bir Instagram, Pinterest ve diger
uygulamalar: telefonumdan silerim. Iki haftalik bir detoks molasinin ardindan, onlar1 ¢ok ézlemis
olarak tekrar indiririm. Biyiik miktarda bilginin, normalde bilgi eksikligine son vererek deger ve
anlam yaratmasi beklenmekle birlikte; ilham bulmaya, fikir iiretmeye, hatta bazen yogun bir cosku-
ya da yol acabilir. Sonra aniden her gey altiist oluverir ve zihnin agir1 aktif ¢aligmasina ve kafanin
daha da ¢ok karigmasina yol agar. Bilginin kisi i¢in bir yiik haline geldigi o kritik esik noktas1 tam
olarak neresi? Hatta bunu bir adim daha ileri gotiirecek olursak, bunun tam tersini gergeklestirmek
i¢in tasarim bu siirece bilfiil ne sekilde miidahale edebilir?

Kontrolii kaybetme hissi

Once, saysallagtirmadaki kiiltiirel gelismeleri, bilginin ¢ogalmasini ve agir1 yiikklenme hissinin orta-
ya ¢ikisini gézden gegirdim. Bilisimciler “agir1 bilgi yliklenmesini” eldeki bilgi ¢esitliligi tizerinde kont-
rol sahibi olamama ve bunun sonucunda ortaya ¢ikan ambale olma hissi olarak tanimliyor. Bu hissin
tarihsel olarak giiniimiiz dijital toplumuna 6zgii olmadig1 anlagiliyor. Bawden ve Lyn, The dark side of
information (Bilginin karanlik yani) adli makalelerinde bu sorunun kékenini akademiye atfediyorlar.
Ornegin, aragtirmacilar ve yazarlar her zaman, kendi ilgi alanlarinda yayimlanmis olan materyalin en-
gin gesitliligi karsisinda bu biiytikliikle basa ¢ikamayacak olma hissine kapilirlar. Bilgiye erisimin yay-
ginlagmasi ve yazili metin diginda yeni medya tiirlerinin gelismesi sayesinde, kisilerin yararlanabilecegi
bilgi miktari tiim sosyo-ekonomik ve kiiltiirel alanlarda kontrol edilemez boyutlara ulagt1.(1)

Ancak agir1 yiiklenme olgusu sadece teknolojik buluglarla yayginlagmad.. Bilginin siirekli ¢ogal-
mast ve bilgiyi destekleyen altyapinin genislemesine ek olarak, bilginin 6ziimsenmesi de bir gekilde
daha da hizlanmakta gibi gériiniiyor. Sosyoloji bu artan hizi, onun biitiin toplumsal ve kiiltiirel egi-
limler ile hareketler arasinda i¢ i¢e ge¢mis yapisina odaklanarak, biitiinsel boyutlariyla anlamaya
calisiyor. Alman sosyolog Hartmut Rosa kapitalist toplumumuza dair bir elestirisinde tig kiiltiirel
stirecin hizlanmasi tizerine yazar: Teknolojinin hizlanmasi, toplumsal degisim ve hayatin ritminin
hizlanmasi. Bu siireglerin somutlagma bigimlerinden biri mekan ve zamanla iligkimizi degistiren ile-
tisim teknolojilerinin hizinin artmasi araciligiyla gerceklesendir - bilgiyi daha hizli ve daha uzak
mesafelerden edinebiliyoruz. Bununla beraber, sosyal iliski 6riintiilerimizi degistirme hizimiz da ar-
tiyor. Dolayisiyla, siirekli degisen odagimuz perspektiflerde, degerlerde, egilimlerde ve yasam tarzla-
rinda da daha hizli degisimlere yol agiyor. Bireysel diizeyde bu, belli bir zaman birimi bagina ¢ok
daha fazla sayida eylem ve deneyim diigmesi anlamina geliyor. Bu da, eldeki sinirli bir zaman dili-
minde kolaylikla erigilen bilginin tamamiyla bag etmenin imkénsiz oldugu hissine ve daha ¢ok bilgi
ve verimlilik yerine, yabancilagma hissine yol agiyor. Rosa, her tiir bilginin siirekli erisilir olmasinin,
6zgiin bir bilginin tizerimizde uzun siireli bir etki biraktiginda oldugu tiirden sihirli anlarin etkisini
sildigini 6ne siirityor. Durumlari ger¢ek anlamda deneyimlemeden, “deneyimlemis gibi” oluyoruz -
benlik ile diinya arasinda ¢arpitilmis bir iligki oluguyor.(2)

Rosa, olguyu ve sonuglarini oldukga sert bir sekilde -neredeyse giiniimiiz kiiltiiriiniin derin varo-
lugsal problemi olarak- tanimlasa da, bunu yapmakla pek ¢ok siiphecinin gercekleri gérmesini sagla-
masi1 da olast. Rosa’nin ifadeleri, 6zellikle de yabancilagmayla ilgili tanimlari, dijital diinyanin igine
dogmus olanlara bir par¢a dramatik gelebilir. Artik bilgiye erisimin daha az oldugu bir diinyaya hig-
bir geri doniis yolunun olmadig: yoniindeki can sikicr hissiyatimla, ben biitiin umudumu agin bilgi
yitklenmesi durumunun bir adaptasyon sorunu olduguna vakfediyorum.

Agin yiiklenme bir adaptasyon sorunu (mu!?)

Bu, belli bir 6l¢ii dahilinde ger¢ekten de miimkiin olabilir. Bawden ve Lyn bu baglamda, teknolo-
jik aletlerle birlikte degisen bilgi ortamina bagli olarak birden fazla isi ayn1 anda yapma (multitas-
king), yliizeysel okuma, siirekli bagka bir geylerin araya girmesiyle boliinme ve teknolojiyle ¢ok fazla
i¢ ige olmaktan kaynaklanan stres s6z konusu oldugunda asir1 bilgi yiiklenmesinin patolojisini bilig-
sel agir1 yiiklenme olarak agikliyorlar. Yaygin goriilen semptomlara odaklanmak ve onlar1 ekonomik
nedenlere baglamak yerine, agir1 bilgi yiiklenmesini tipik bir adaptasyon sorunu baglangic1 olarak
goriiyorlar. Her yeni teknik bulugta ve medya ¢aginda bu olgunun tipik bir 6rnegi goriiliiyor. Yeni
icat edilen her arag, yeni olasiliklarin yani sira miicadeleyi, siipheyi ve giiglitk cekmeyi de getiriyor.
Bu s6ylem dahilinde, sayisallagtirma -dil, el yazisi ve matbaanin icadindan sonra- dérdiincii medya
¢ag1 olarak kabul ediliyor. Asir1 bilgi yiiklenmesi, “insan tiiriiniin dogal ve kaginilmaz bir sosyal du-
rumu” olarak agimlanabilir.(3)

Ancak ne yazik ki, bu o kadar kolay degildir. Yeni teknolojik gelismelere, onlarla uygun sekilde
nasil etkilesime girecegimizi ve davraniglarimizi nasil ayarlayabilecegimizi 6grenebilmek anlaminda
adapte olabiliriz, ancak temel biyolojik yapimiz adapte olamaz. Belki 6niimiizdeki birkag¢ bin yil
igerisinde olabilir, ancak kisa vadede olamaz. Goriinen o ki, buradaki kritik nokta su: Esasen bizler
davraniglarimizi sayisallagtirmaya adapte etmeye ¢oktan bagladik. Ancak, yeni adapte olan aligkan-
liklarimiz biyolojik durumumuza tam olarak uygun degil. Daha dogrusu, davranis tarzimiz temel
néron yapimiza uygun degil.

Beyindeki oriintiileri degistirmek

Buradan yola ¢ikarak, beynimizde nelerin degistigine daha yakindan baktim. “Yiizeysel okuma”
ve “multitasking” gibi yeni aligkanliklar araciligiyla etkilesimimizi bilgiyle degistirip donustiiriirken,
bir icerikten digerine daha hizli geciyoruz ve onlarla eszamanli olarak meggul oluyoruz. Sadece buna
bakarak bile biyolojik durumumuz dahilindeki diisiinme 6riintiilerindeki net degisimler goriilebilir.
Biligselligimizin ana yapis1 ayn1 kalirken, dikkat araligimiz ve beyindeki derin okuma siiregleri de-
gismektedir. Bu tiir siiregler 6grenilerek edinilir, dolayisiyla biyolojiye bagl degildir, ancak kiiltiirel
adaptasyonu temsil ederler. Bilgiyle kurdugumuz iligkilerin derinligi ve uzunlugu azaliyor, bununla
beraber bilgiyle derin ve uzun sireli iliski kurabilme yetimiz de azaliyor. Buna yol agan da, giiniimiiz
bilisim teknolojilerinin aldig: bigimler ve formatlardir. Bu teknolojiler zaman gerektiren derin oku-
ma siireglerini desteklememekte, aksine temel olarak bilginin kitlesel tiiketimini hizla degistirmek
i¢in tasarlanmaktadir. Daha bilgiyle derin bir etkilesim igerisine giremeden, siirekli olarak daha bag-
ka neyi ayrimsayip kavrayabilecegimiz aklimiza getirilir. Tam bir bilgiye odaklanirken, ayni1 zaman-
da bir bagka seye de odaklanabilecegimiz animsatilir. Bildirimler, kdprii linkler ve reklamlar Internet
aginin her milimetresini elbette az gok degerli bilgiyle, ama daima kesif olasliklariyla doldurmakta-
dir. Artik bize hatirlatilmasa bile, biz kendi kendimize aklimiza getirmeye baglariz. Bu arada, yaziy1
okumaya bagladiginizdan bu yana telefonunuza hi¢ baktiniz mi?

“Eger egemen araglar mevcut dijital ortam gibi hizly, multitaskinge yonlendiren ve ¢ok biiyiik mik-
tarlarda bilgi aktarimina uyumlu siiregleri ilerletiyorsa, okuma dongusiinii de ilerletecek demeketir?” (4)

ilk bakigta bu, kulaga iyi haber gibi gelebilir: Demek ki, teknik ortamimiza giderek daha ¢ok ali-
styoruz. Ancak, yitirmekte oldugumuz uzun siireli dikkat siiresi; ¢ikarim, elestirel analiz ve empati

While I myself have an on-off relationship with information and constantly switch back and
forth between information euphoria and the feeling of information overload - I delete Insta-
gram, Pinterest & co from my phone about every 2 months... And then to install it again long-
ingly after a 2 week detox break. While a large amount of information should normally lead to
the dissolution of ignorance, create value and meaning, it can lead to inspiration, idea generation
and sometimes even euphoria. Only to suddenly tip over, leading to a rushing head and even
more confusion. Where exactly is the tipping point to be located, from which information be-
comes a burden for the individual? And one step further - how could design actually intervene in
this process to achieve the opposite?

The feeling of not having control

First, I took a look at the cultural developments of digitization, the growth of information
and the emergence of the feeling of overload. Information scientists define “information over-
load” as the feeling of having no control over the multitude of information available and the re-
sulting feeling of being overwhelmed. It turns out that this feeling is not historically limited to
today’s digital society. In the essay called The dark side of information, the authors Bawden and
Lyn locate the origin of the problem primarily in academia. Researchers and writers, for exam-
ple, have always felt inundated by the vast amount of material published in their fields of inter-
est. Thanks to the expansion of access to information and the development of new types of me-
dia beyond the written text, the amount of information available to individuals has become
unmanageable in all socio-economic and cultural fields.(1)

But the phenomenon of overload has not only spread through technological inventions. In
addition to the constant growth of information and the growth of infrastructure that supports it,
the saturation of information somehow seems to be accelerating in addition. Social science tries
to understand this increased speed in its holistic dimensions by focusing on its interwoven struc-
ture between all kinds of social and cultural trends and movements. In a critique of our capitalist
society, the German sociologist Hartmut Rosa writes about the acceleration of three cultural
processes: the acceleration of technology; social change; and the acceleration of the rhythm of
life. One of the ways in which these processes materialize is through the increased speed of com-
munication technologies, which change our relationship to space and time - we can receive infor-
mation faster and over greater distances. In addition, the speed at which we change our social
relationship patterns is increasing. Our constant change of attention therefore leads to a faster
change of perspectives, values, trends and lifestyles. On a personal level, this means a greater
number of actions and experiences per unit of time. This leads to the feeling that it is impossible
to cope with all the accessible information in the limited time available and to a feeling of alien-
ation instead of more knowledge and abundance. Rosa argues that the constant availability of all
kinds of information erases the magical moments when unique information has a lasting impact
on us. We would experience situations without really experiencing them - a distorted relation-
ship between the self and the world.(2)

While Rosa describes the phenomenon and its consequences as very drastic -almost as a
deeply existential problem of today’s culture- he might wake up many sceptics. For digital na-
tives, his statements and especially his descriptions of alienation may seem somewhat dramatic.
With the dull feeling that somehow there is no way back to a world with less access to informa-
tion - I started to put all my hope in information overload as an adaptation problem.

Overload as an adaptation problem(!?)

To a certain extent, this might actually be possible. In this context, Bawden and Lyn specify
the pathology of information overload as cognitive overload when it comes to multitasking,
skimming, constant interruptions and technostress in relation to a changing information envi-
ronment with new technological tools. Instead of focusing on broad symptoms and linking them
to economic causes, they see information overload as a typical initial adaptation problem. This
phenomenon is typical of every new technical invention and media epoch. Every newly invented
medium brings struggle, doubt and suffering along with new possibilities. In this discourse, dig-
italisation is considered the fourth media epoque - after language, handwriting and the inven-
tion of printing. Information overload can be developed as a “natural and inevitable condition of
the human species”(3)

But unfortunately, it is not that easy. While we can adapt to new technological innovations in
the sense that we can learn how to appropriately interact with them and how we can adjust our
behavior - our main biological structure cannot. It could perhaps within the next few thousand
years, but not in the short term. Here seems to be the crucial point: We are actually already adapt-
ing our behaviors towards digitization. But our new adapted habits are not really fitting to our bio-
logical condition. To be more precise, our behavior is not fitting to our basic neuronal structure.

Changing brain patterns

Therefore I took a closer look at what changes in our brains. When we are transforming our
interaction with information through new habits like “skimming” and “multi-tasking”, we are
switching faster between contents and handling them simultaneously. Through this, one can al-
ready see clear changes in the thinking patterns within our biological condition. While the main
structure of our cognition stays the same, our attention-span and deep reading processes of the
brain are changing. Such processes are learned and therefore not biologically bound but repre-
sent a cultural adaptation. The depth and length of our engagements with information are de-
creasing and with it the ability to do so. And this is caused by the shapes and formats of today’s
information technologies. They do not support time-demanding deep reading processes but are
instead mainly designed for fast shifting mass consumption of information. Before we can go
into deep interaction with information, we are constantly reminded of what else we might per-
ceive. As we focus on one piece of information, we are reminded that we could also focus on
something else. Notifications, hyperlinks and advertisements are overloading each millimeter of
the web with more or less valuable information - but possibilities for exploration. And even if we
are not reminded of it, we begin to remind ourselves. By the way, have you already checked your
phone while reading this text?

“If the dominant medium advantages processes that are fast, multi-task oriented and well-suit-
ed for large volumes of information, like the current digital medium, so will the reading circuit.”(4)
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gibi 6nemli biligsel fonksiyonlarla yakindan iligkilidir, yani her yasta 6grenmek i¢in olmazsa olmaz
olan biitiin o “biiyiilii anlarla”. Rosa’nin yabancilagma anlayisi, sandigimizdan daha makul olabilir.
Bilgiyle derinlemesine ilgilenmeden, siirekli “Acaba daha ilging bir seyler var m1?” diye bakmak i¢in
odagimizi ondan uzaklagtirirken, aslinda bilgiyle aramiza bir mesafe koyuyoruz.

Dikkatimiz: Sinirl1 bir kapasite giicii

Anlagilan o ki, adapte olmak aslinda mutlaka arzulanan bir sey olmak durumunda degil. Onun
yerine, bize ve temel biyolojik yapimiza ger¢ekten uyan bilgi ortamlari yaratmamiz gerekmez mi? O
halde, adapte edemedigimiz kismi anlamamiz gerekiyor, yani beynimizin dogal yapisini. Insanin
dikkati limitli bir kapasite kaynag: ve kararlar alirken beynimizi verilerle besliyor. Bedensel olarak
bityiik miktarlarda bilgi edinmek ve ezberlemek miimkiinken, bu bilgiyi bilingli bir sekilde diizenle-
mek ve islemek i¢in gerekli beyin kapasitesi ayn1 anda yaklagik 11 bilgi birimiyle sinirlidir. Veri bir
kez iglenip uzun siireli bellege yerlestiginde, ¢ok biiyiik sayida bagka bilginin arasina dahil olarak
onlarla birlikte 6miir boyu orada kalabilir. Fakat segici bellegimiz bir filtre gibidir, muazzam mikrtar-
lardaki dis uyaranin arasindan sadece en ayirici nitelikte olanlar1 seger. Bazi nérobilimciler, gérsel
verilerin nasil olup da her zaman birbiriyle yaristigini agiklamak igin, sézde “yanli rekabet teorisi’n-
den faydalanirlar. Biitiin nesneleri ayn1 anda gériip farkina varamadigimizdan, segici algimiz daha
6nemli olanlar: seger. Bireysel deneyimlerimiz ve beklentilerimiz, kisisel varligin: siirdiirme ve geli-
sim lehine bu filtreleri ve onlar1 destekleyen 6nyargilari inga eder. Bu filtreler, karar verme siiregleri-
mizi ve tutumumuzu beynimizde halihazirda mevcut bulunan bilgilerle uyumlu hale getirmek igin
konu dig1 bilgileri bagka bir tarafa ayirmaktan sorumludur. Bu siiregler insanlarin oldukga karmagik
varolugsal biyolojik fonksiyonlarini temsil eder. Bunlarin bilisim teknolojileri tarafindan tamamen
yanlis kullanildig1 ortaya ¢ikmugtir. Yiizeysel okuma ve multitasking gibi davraniglarda bulunurken,
beyinlerimiz siirekli bilgileri filtrelemekte ve aralarindan en 6nemli olanlar1 secmektedir. Ancak giin
icerisinde, bilingli ve bilingsiz olarak bu secip ayirma kararlarini verme kabiliyeti de simirlidir. Isin
6z, bu sinira ulagildiktan sonra, filtreleme kapasitesi kisitlanir ve beyin artik gerekli bilgi ile gerek-
siz olan1 birbirinden ayiramaz olur. Yapilan seg¢imler manipiilasyona ve yanlis bilgiye daha yatkin
hale gelir. Bu sekilde, karar verme kapasitemizi ¢ok hizli ve hi¢ etkin olmayan bir bicimde tiiketiriz.
Bir icerikten bir bagkasina her gecis ve dikkatin bir yerden bir bagka yere yoneltilmesi beyne ¢ok
fazla enerjiye mal olur ve gabuk yorulmaya ve agir1 yiiklenmeye yol agar.

Sagligimizin sinirlar:

Bu yeni diigiince yapilari da yeni olasiliklara agik olmakla birlikte, dikkatimizin biyolojik ingasini
yanlis kullaniyorlar. Saglikla ilgili elde edilen sonuglar, fayda ve zarar arasinda saglikli bir dengenin
heniiz bulunmamug oldugunu gésteriyor. Dikkati odaklamayla ilgili sinir hiicresi giiciimiiz, benlik ile
onu gevreleyen diinya arasinda bir baglanti kurma kabiliyetimizle ilintili. Néroloji bilimi zihinsel bo-
zukluklar, anksiyete ve birlik duygusunun eksikligi ile dig diinya arasinda diisitk ya da dengesiz bir ko-
relasyon bulmugtur.(6) Dikkat aralig1 azaldikea, digsal bilgilere ve i¢sel tepkilere odaklanma kabiliyeti
de azalmakta, boylece bunlarin her ikisi arasinda bir korelasyon kurma kabiliyeti de azalmaktadir.

Anlagilan o ki, bilme yetimizin ve bellegimizin dogal yapisina kars1 ¢aligtyoruz, hatta boyle yap-
makla zihin sagligimiz1 tehdit ediyoruz. Oyleyse, giiniimiiz bilisim teknolojileri araciligryla beyni-
mizde bu kadar biiyiik, kendiliginden olusan degisimlerin ger¢eklesmesini kabul etmek isteyip iste-
medigimiz lizerine diigiiniilmesi gerekiyor. Bilgiyle derinlikli etkilesimlere girilememesinin asir1
yiiklenme hissini olusturdugunu ve bunun sonucunun néron yapimizin manipule edilmesi oldugunu
anlarsak, bilisim teknolojilerini daha fazla bu dogrultuda gelistirmek hi¢ akla uygun gelmiyor. Bilis-
sel nérobilimci Torkel Klingberg bunu ¢ok giizel 6zetliyor: “Artik sinirlar teknolojiyle degil, kendi
biyolojimizle tanimlaniyor.” O halde, teknoloji pesinde olmak yerine -ki bu da miimkiindiir- biyolo-
jik agidan makul olan nedir diye sormamiz gerekiyor. Bu noktada, derin okuma siireglerini bize sag-
larken biligsel kapasitelerimizi de anlayan ve destekleyen bilisim teknolojilerinin nasil gelistirilebile-
cegi sorusu ortaya cikiyor. Bilisim teknolojileri bizi sagliksiz yaptigina gore, bizlerin bilgiyle
stirdiiriilebilir bir iligki kuracak bilisim teknolojileri yaratmamiz gerekiyor.

Kisinin kendi dikkat siirelerini kegfetmesi

The attention lab adl1 projeme bu olguyu géz 6niinde tutarak basgladim. The attention lab’in amaci
siirekli daha ¢ok, daha da ¢ok bilgi arayisinda olmak ve tiim bu veriler arasinda kaybolmak yerine, za-
ten ilging buldugumuz seylerin neler olduguna doniip bakmak. O bilgi tizerine diigiinmek, derinleme-
sine kafa yormak ve onu bagka perspektiflerden gormek. Bilgisayarinizda, sizin en 6ne ¢ikan biligsel
tepkilerinizi ve kisisel ilgi alanlarinizi ortaya ¢ikaran gorsel optik tepki anlarinin verisini toplamak i¢in
g6z hareketlerinizi tarayan, goz izleme tekniklerini kullanan bir program oldugunu diisiiniin. Bakiglari-
nizin diizensiz sabitlesme noktalar, segici alginizin temel niteligi, kisaca séylemek gerekirse dikkatini-
zi en uzun siire ¢eken seyler tizerine galigan bir program. Bu programin biitiin bu optik tepki anlarini
onlarin arkasindaki teknik bilgiyle birlikte sizden parcalar olarak topladigini diigiiniin.

Bu program, size dikkat yogunlugunuzu, bakislarinizin hareket bilgisini ve uzunlugunu size
gosterebilir. Size giin boyu dikkatinizin 6lgiisii, ortalama uzunluk siiresi, en yiiksek ve en diigik
oldugu anlar hakkinda bir genel degerlendirme sunabilir. Bir de bu programin, tiim bu verilerden
size i¢inde inceleme yaparak dolagabileceginiz bir alan yarattigini diigiiniin. Icerisinde diigiinebi-
leceginiz, derinlegebileceginiz ve dikkatinizin 6niindeki engelleri kaldirabileceginiz bir alan. Ku-
laga ¢ok fiitiirist bir kavram gibi geliyor, ancak bu, bilgisayariniza takilan basit bir web kamerasiy-
la bile gergeklesebiliyor.

Bu tasavvur, dijital tasarimc1 Marie Dvorzak’la bir ig birligi, tasarimc1 Maik Nothbaum’la bir et-
kilesim kurmama yol agt1. Kendi dikkat siire¢lerimizi kefsetmek amaciyla birlikee bir prototip gelis-
tirdik. Hedefimiz bu uygulamayi ¢ok daha fazla kisi iizerinde denemek, uygulamanin 6zelliklerini
daha da gelistirmek ve programin diziistii bilgisayarlarda da etkin bi¢imde galigmasini saglamak.
Bunun da 6tesinde, projeyi biytitiip ¢ok daha biiyiik bir baglama tagimak istiyoruz. $imdiden uygu-
lamanin okullarda bir ag iizerinden ¢aligmasini ve ofis biinyelerine entegre edilmesini, ¢aligma atél-
yeleri olusturulmasi ve uzmanlarla birlikte dikkat iizerine egitimler verilmesini hayal ediyoruz. Siir-
diirilebilir bir dikkat kiltiiriinii megru kilacak ve biiyiitecek altyapilar kurmayi hedefliyoruz.
Dikkatin semerelerinin bugiiniin dijital hiperuzay kalimsizlig1 igerisinde kaybolup gitmesindense
onlarin kesfedilmesini, gézlemlenmesini ve giiglendirilmesini saglayacak bir zaman ve meké4n var
etmeyi istiyoruz.

(1) Bawden, D. & Robinson, L. (2008) The dark side of information. Journal of Information Science, City University, London
(2) Rosa, H. (2013) Beschleunigung und Entfremdung, Suhrkamp

(3) Levitin, D. J. (2013) The Organised Mind - Thinking straight in the age of information overload, Penguin Group

(4) Wolf, M. (2018) Skim Reading is the new Normal, The Guardian

(5) Klingberg, T. (2008) The Overflowing Brain: Information Overload and the Limits of Working Memory. Oxford University
Press, USA

At first this sounds like good news: We get more and more used to our technical environment.
However, the sustained attention span that we lose is closely related to important cognitive func-
tions like inference, critical analysis, and empathy: All the “magical moments”, which are indis-
pensable for learning at any age. Rosa’s alienation seems more justified than we think. We actu-
ally build up a distance to information, while not dealing with it deeply - but constantly zooming
out to see if there is anything more interesting.

Our attention: A limited capacity resource

It turns out that it is not necessarily desirable to adapt. Instead, shouldn’t we create informa-
tion environments that really fit us and our basic biological structure? Therefore we need to un-
derstand the part that cannot adapt: The natural construction of our brain. Human attention is
a limited capacity resource, and feeds our brain with inputs for decision making. While it is
possible to receive and memorize a large amount of information sensually, the capacity of the
brain to work awarely with this information and to process them is limited to around 11 pieces
of information at the same time. Once the input is processed and connected in the long-term
memory, it can stay there a life-time long together with an enormous amount of other informa-
tion. But our selective memory is like a filter, only selecting the most relevant from the vast
amount of external impulses. Some neuroscientists are making use of the so-called “biased com-
petition theory” to provide an explanation into how visual inputs are always competing with
each other. Since we cannot observe all objects at once, our selective perception chooses the
more important ones. Our individual experiences and expectations construct these filters and
supporting prejudices for the benefit of personal survival and development. These filters are re-
sponsible for alienating irrelevant information in order to align our decision-making process
and behavior with information already available in our brains. These processes represent highly
complex existential biological functions of humans. As it turns out, they are completely misused
by information technologies. By practicing behaviors like skimming and multi-tasking, our
brains are continuously filtering information and selecting the most relevant ones. But the abil-
ity to make these selective conscious and unconscious decisions during the day is also limited. In
essence, once this limit is reached, the filtering capacity is restrained and the brain cannot dif-
ferentiate necessary from gratuitous information anymore. Choices are becoming more suscep-
tible to manipulation and false information. This way, we are consuming our capacity for deci-
sion making very fast and in a non-efficient manner. Each switch of content and redirecting of
attention costs the brain a lot of energy - and leads to fast exhaustion and overload.(5)

The limits of our well being

While these new thought structures also open up new possibilities, they are misusing the bio-
logical construction of our attention. The consequences for well-being are showing that a healthy
balance between benefit and harm has not been found yet. Our neuronal ability to focus attention
is connected with our ability to establish a connection between the self and the surrounding world.

Neuroscience draws links between low or imbalanced correlation with the outside world and
mental disorders, anxiety, and a lack of a sense of unity.(6) When the attention span is decreas-
ing, the ability to focus on external information and internal reactions is shrinking and with it
the ability to create a correlation in between both.

As it turns out, we are working against our natural construction of cognition and memory and
even threatening our mental health with that. So it needs to be considered if we want to accept
such profound self-created changes in our brain through today’s information technologies.
When we understand that the absence of deep interactions with information is constructing the
feeling of overload, and when we know that the result is the exploitation of our neuronal struc-
ture -it does not make sense to innovate information- technologies in this direction further.
Cognitive neuroscientist Torkel Klingberg is bringing it to the point: “Boundaries are no longer
defined by technology but by our own biology.” So instead of aspiring technology, which is pos-
sible, we need to ask what is biologically reasonable. The question arises, how information tech-
nologies that are understanding and supporting our cognitive capacities while ensuring deep
reading processes can be developed. When information technologies are sculpting us in an un-
healthy way, we need to sculpt information technologies that are building up a sustainable rela-
tionship with information.

Exploring one’s own attention processes

With this conclusion in mind, I started the project which is called The attention lab. Instead of
constantly searching for more and more information and getting completely lost in all the data,
the idea of the attention lab is to look back at what we have already found interesting. To reflect
on this information, deepen it and see it from other perspectives. Imagine a program for your
laptop that uses eye-tracking techniques to track your eye movements to collect the visual mo-
ments of your highest cognitive response and personal interest. The saccadic fixation of your
eyes, the essence of your selective perception - or simply put: The things that have captured your
attention for the longest time. Imagine that the program would collect all these visual moments
as fragments for you, along with the technical information behind them.

The program could show you the intensity of your attention. It would show you the dynamics
and also the length of your gaze. It could give you an overview of the extent, the average length,
the strongest and weakest moments of your attention during the day. And imagine that this pro-
gram creates from all this data your own personal thoughtscape, which you could walk through
just like that. A place where you could reflect, deepen and reopen your attention. Sounds pretty
futuristic, but it’s feasible - even with the simple webcam of your laptop.

This vision led to a cooperation with digital designer Marie Dvorzak and interaction designer
Maik Nothbaum. Together we developed a prototype to explore our own attention processes.
Our aim is to test the App on many more people, further develop the features, and really get the
program working on your laptop as well. And beyond that, we want to grow the project into a
much larger context. We're already dreaming of networking the App in schools and integrating
itinto office structures: Developing workshops and coaching on attention together with experts.
Our vision is to build infrastructures that legitimize and nurture a sustainable attention culture.
We want to create a space and time to explore, observe and strengthen the fruits of our attention,
instead of dissolving them in the volatility of today’s digital hyperspace.

(1) Bawden, D. & Robinson, L. (2008) The dark side of information. Journal of Information Science, City University, London
(2) Rosa, H. (2013) Beschleunigung und Entfremdung, Suhrkamp

(3) Levitin, D. J. (2013) The Organised Mind - Thinking straight in the age of information overload, Penguin Group

(4) Wolf, M. (2018) Skim Reading is the new Normal, The Guardian

(5) Klingberg, T. (2008) The Overflowing Brain: Information Overload and the Limits of Working Memory. Oxford University
Press, USA
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Sanal mekan fiziki
olanla harmanlamak:
Space Popular
Blending physical
space with the virtual:
Space Popular

Roportaj Interview: Liana Kuyumcuyan

Lara Lesmes ve Fredrik Hellberg tarafindan
kurulan Space Popular, hem fiziksel hem de sanal
alanda mekanlar, nesneler ve etkinlikler yaratarak

iki alanin birbiriyle nasil harmanlanabilecegine
odaklaniyor. Space Popular’dan Fredrik Hellberg
ile, yaptiklari projeler ve fiziksel ve sanal mekanlari
birlestirme pratikleri tizerine konugtuk

Space Popular founded by Lara Lesmes and
Fredrik Hellberg to create spaces, objects,
and events in both physical and virtual space,
concentrating on how the two realms can blend
together. We talked with Fredrik Hellberg from
Space Popular about their practice on merging
physical and virtual spaces via their projects
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2019°da gerceklestirdiginiz Non Speculative Virtual House adl1 projenizle baslamak istiyo-
rum. Projenin konseptinden ve ¢ikis noktasindan bahsedebilir misin?

Non Speculative Virtual House ile VR baslig1 alip evlerimizde kullandigimizda evlerimize
neler oldugunu gostermek istedik. Yakin zamanda The Guardian’da yayimlanan bir makale
6zellikle Noel’in ardindan VR baghig: satiglarinin arttigindan bahsetmisti. Sonrasinda birgok
insan evlerindeki camlar1 ve televizyonlar1 kirmaya bagladi, ¢iinkii VR baglig1 taktiginizda
gozleriniz kapali oluyor ve bunu deneyimlemek i¢in genis bir alan gerekiyor. Dolayisiyla Non
Speculative Virtual House tam olarak bu yeni mecranin, hangi oyunu oynadigimiza veya bag-
likla ne deneyimledigimize bagl olarak mobilyalarimizi uzaklastirmak gibi, yasadigimiz ev-
lerin fiziksel ortamini nasil degistirmemizi gerektirdigiyle ilgileniyordu. Burada endiistride
teknik bir serbestlik seviyesini tanimlamak i¢in kullanilan ve 6 seviyeden olusan serbestlik
konseptini tartistik. Mesela mek4nda hareket edebildiginiz bir baglik kullaniyorsaniz bir son-
raki agamada, 7. seviyede, 6zel miilkiiniiziin i¢inde olmaniz gerekiyor. Yani bu mecra 6zel
miilklerde deneyimlenmekle baglantily, ¢iinkii pahali bir donanim gerektiriyor ve kullandig-
niz sirada gozleriniz kapali. Bu 6zel alanin giivenli olmadigy gercegiyle ilgili. Yani proje bu-
nunla ilgiliydi ve biz bunun hal4 ¢ok ilging oldugunu diisiiniiyoruz. Bu tam anlamiyla su anda
insanlarin evlerinde oluyor, tipki televizyonlarin ilk ¢iktig1 zamandaki gibi. Bu mimarlar ve
tasarimcilarin umurunda degildi, ama olmaliyd..

Sizce projenin anlami1 pandeminin ardindan nasil degisti?

Projelerimizi pek sik yeniden ele almay1z, ¢linkii sansliyiz ki ugrasacak yeni projelerimiz
oluyor. Ancak sorulari veya sorunlar1 hatirlamak ¢ok heyecan verici. Projelerimizi birbiriyle
iligkilendirmeye galigtyoruz. Ornegin, The Venn Room dogrudan evlerle ilgiliydi, ancak bu
spekilatif bir projeydi, gelecek 10-15 yilda neler olacagina dair tahminlerde bulunuyordu.
Ayrica, bu mecranin kullanimina uygun spesifik bir mobilya tiirii hayal etmek i¢in bazi mobil-
ya iireticileriyle ¢caligmak da ilgimizi ¢ekiyor. Fakat aslinda, bu yeni mecranin halihazirda sa-
hip oldugumuz seylerle uyum saglamas: gerektigini diisiiniiyoruz. Diinyay1 bu yeni mecraya
uyacak sekilde yeniden tasarlayamayiz. Su anda ¢ok pahali ve pek ¢cok insan almayi karsilaya-
muyor. Ikinci olarak, bunu kargilayabilecek bir¢ok insan da yeterli alana sahip degil. Biiyiik bir
aile olarak kii¢iik bir apartman dairesinde yasiyorsaniz, oturma odasini 2 saat kullanmak i¢in
herkesin oday: terk etmesini isteyemezsiniz. Kapsayici olmak istiyorsaniz, ki bizce 6yle olma-
11, bu siirdiiriilebilir bir model degil.

VR deneyimi maddi diinya ile nasil rekabet ediyor? Ciinkii bunun bir de sosyal tarafi
var, sanal diinyadayken insanlarla nasil iletisim kurabilirsiniz ki. Bu konuda bir gelecek
ongoriiniiz var m1?

Cogu durumda gelecek hakkinda spekiilasyon yapmamiza gerek olmadigini diisiiniiyo-
rum. Yeni mecralarin fiziksel ve maddi diinyay1 nasil degistirdigini gérmek i¢in gegmise ba-
kabiliriz: Televizyon kullanilmaya basladiginda bunun insanlarin evlerine dogrudan etkileri
oldu. Televizyon-6ncesi bir eve bakacak olursaniz, genellikle ¢ok fazla dekoratif 6ge, resimler,
tablolar, duvar kagitlari, desenli perdeler gériirdiiniiz. Insanlar yagamdan bizim artik sahip
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I would like to start with your project called Non Speculative Virtual House, which you
developed in 2019. Can you tell the concept of the project and your starting point?

With Non Speculative Virtual House, we wanted to show what is happening to our homes
when we buy VR headsets and use them in their house. Recently, in an article published in The
Guardian mentioned that the sales of VR headsets have gone up, especially after Christmas.
Afterward, many people started to break glasses or TVs. Because you're blindfolded and you
need a lot of space to experience it. So, Non Speculative Virtual House specifically was about
how this new medium requires us to change the physical environment of the homes that we
live in, like moving our furniture away depending on what game we’re playing or what we are
experiencing in the headset. We discussed the concept of degrees of freedom, which is used in
this industry to describe a technical level of freedom, which is 6 degrees. So if there is a head-
set that you can move through space with, we are making it a point that the next stage, when
it comes to the 7th degree, you need to be in your private property. So the medium is linked
to being experienced in your private property because it’s an expensive piece of hardware, and
you’re blindfolded. It’s to do with the fact that private space is not safe. So that’s what the
project was about, and we still think that’s very interesting. This is literally what’s happening
right now in people’s homes because just like when the television was introduced, architects
and designers didn’t care, which they should have.

How did its meaning change after the pandemics to you?

We often don’t revisit projects because we have been lucky enough to have new projects to
deal with. But bringing questions or issues back is very exciting, and we have explored con-
necting these projects. For example, The Venn Room was directly about homes, but it’s a specu-
lative project. It’s speculating what will happen in the next 10-15 years. We have also been
very interested in working with some furniture makers to imagine a specific type of furniture
that is appropriate for the use of this medium. But actually, we think that this new medium
will have to work with whatever we already have. We can’t redesign the world to fit this new
medium. Currently, this medium it’s too expensive, so many people can’t afford it. Second-
arily, many people who might afford it don’t have enough space. If you live in a small apart-
ment as a big family, you can’t ask everyone to leave the living room to use it for 2 hours. It’s
not a sustainable model if you want to be inclusive, which we think should be.

How does the VR experience compete with the material world? Because there is also a
social aspect, like how you communicate with others while you are in a virtual world. Do
you have a spiculation for the future about that?

Yes, I think we don’t need to speculate on the future in many cases. We can look back to see
how new mediums change the physical and the material world: if we look at the television, it
had very direct results on people’s homes when the television started to be used. If you look at
a pre-television home, there would often be a lot of decorations, pictures, paintings, wallpa-
pers, curtains with patterns, etc. People enjoy life with different visuals that we don’t do any-
more. Many people live their lives in homes that don’t really have that many personal things

olmadigimiz farkli bir gérsellikle zevk aliyorlardi. $imdi pek ¢ok insan i¢inde pek de kisisel
seyler olmayan evlerde yasiyor. Beyaz duvarlar, beyaz perdeler, IKEA mobilyalar1... Bu yiiz-
den, daha 6ncesinde evin geri kalaninin bize vermesi gerekenleri televizyonun verdigini savu-
nuyoruz. Bu da, adim attigimiz mecrada 6zel anlami olan daha fazla deneyim gelistirdikge bu
evrimin devam edebilecegi anlamina geliyor. Artik ¢evremizin deneyimsel niteliklerine daha
az 6nem veriliyor. Bununla birlikte, insan bedenine yénelik yiikselen bir odak var, ¢linki di-
ger mecralarin aksine VR'da bedenimizle bir sey tutuyoruz. Sanal Gergeklikte, mecray: kulla-
nabilmek i¢in tiim bedenimizi kullaniyoruz.

Projelerinizde fiziksel ve sanal diinyalar: birlestiriyorsunuz. Genelde VR bos odalara
yerlestirilir ve sanal deneyime odaklanilir. Fakat siz calismalarimizda ayn1 zamanda VR
deneyiminin gectigi fiziksel ortami da tasarliyorsunuz. Bu iki farkli alandaki tasarim sii-
regleriniz nasil ilerliyor?

VR’1n dediginiz gibi bos odalarda veya ¢cevre ile bedenler arasinda higbir iligki bulun-
maksizin sergilenmesinin ¢ogu deneyimde bir tasarim hatasi oldugunu diisiiniiyoruz. Geg-
miste yeni mecralar ortaya ¢iktiginda insanlarin onlari nasil kullanacagini bilmedigi ve de-
nemeler yaptig1 pek ¢ok 6rnek goérdiik. Bu da béyle bir 6rnek. Bizce bu, mecranin ¢ok kotii
ve belki birkag sene sonra bir daha gérmeyecegimiz bir kullanimi. Telefon 6rneginde oldu-
gu gibi. Telefonlar Fransa’da ilk ¢iktiginda, insanlar onu evlerinden operay1 dinlemek igin
kullanmigti. Bu yiiz yil 6nceydi. VR tiim bedeninizle dahil oldugunuz bir mecra, bu da be-
denin i¢inde bulundugu mekéanin da tasarlanmasi gerektigi anlaminda geliyor. VR baglikla-
11 ile sergi yapmaya bagladigimizda temel fikrimiz buydu. Ayni zamanda da insanlarda
olumsuz etki yaratmamakti; sanal diinyay: deneyimlerken gevreniz, bedeniniz hareket et-
mese de hareket eder. Insanlarin ¢ogunlugu bu deneyimin igerisinde kendilerini hasta his-
sediyor. Bu ciddi anlamda sinir bozucu bir tasarim meselesidir ve bunu gézlemlemek ol-
dukga ilging ¢iinkii yeni bir mecra ile galismak béyledir. Insanlar onu nasil kullanacagini
bilemez ve butyiik bir anlagilmazlik vardir.

Projelerimizde VR bagliklarini, miize ve galeri ziyaretcilerinin yapmaya calistigimiz seyi
deneyimlemeleri i¢in kullaniyoruz: Bedenin mekéniyla ve sanal mekanlarla miimkiin oldugu
kadar yakin baglanti kurmasi. Projeleri tutarli bir sekilde tasarladik; odanin i¢inde bagliginiz
takiliyken bir seyler gérdiigiiniizde onlara dokunabilirsiniz. Yani tasarladigimiz her sergi do-
kunmaya yatkin oluyor; kirilgan veya etkilesime gecemeyeceginiz hi¢bir sey yok. Gelecekte,
bugiin anladigimiz sekliyle VR mevcut olmayacak. Her zaman bir melez olacak.

2020’de Londra, RUBA’da gerceklestirdiginiz Freestyle adl1 projeniz fiziksel bir yerles-
tirme ve VR deneyimini bir araya getiriyor. Bu kavrami ve maddi ile dijital olan1 nasil
birlestirmeye karar verdiginizden bahseder misin?

Freestyle aragtirma temelli, hipotezi olan bir projeydi. Medyanin ve medya evriminin mi-
mariyi nasil degistirdigiyle ilgili iki senelik bir arastirmaydi. Projenin biiyiik bir kismi tablo-
larca sayilar, veriler ve semalardan olusuyordu, tiim bu bilgiyi gostermek istedik. Normalde
elinizdeki bilgileri béler ve miizeye dagitirsiniz, insanlar fiziki alanda dolagir ve duvarlardaki
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in them. White walls and white curtains, IKEA furniture... So we argue that what the televi-
sion could give us previously the rest of the home had to give us, which means that this evolu-
tion could continue as we develop more and more experiences that have special meaning in
the medium that we step into. There would be less importance on the experiential qualities of
the environment around us. However, there’s an increasing focus on the human body because,
unlike the other mediums, we are holding something with our body. In Virtual Reality, we’re
using our entire body to use the medium.

In your projects, you combine the physical and virtual worlds. Usually, the VR is placed
in empty rooms, focusing on the virtual experience. But in your work, you are also design-
ing the physical environment of the VR experience. How is your design process when you
work on these two different mediums?

We think that the way VRs are often displayed, as you said in big empty rooms or just with-
out any connection between the environment and the bodies, is quite often a sort of design
flaw in most experiences. We saw many examples in the past of new mediums that people
didn’t really know how to use, and they tried things out. This is an example of it. We think it
is a very bad use of this medium that we will see maybe for a couple more years and then
never again. Similar to the telephone. When it was first introduced in France, people used it
as a streaming device to listen to operas from home. This is a hundred years ago. VR is a me-
dium that you step into where you bring your whole body, which means that the space of the
body also needs to be designed. When we started doing exhibitions with VR headsets, this
was our initial idea. It is also not to harm people; when you’re experiencing a virtual environ-
ment, the environment moves when your body is not. The vast majority of people get sick. It’s
an incredibly frustrating design issue, and it’s quite interesting to see it because that’s how the
new medium is. People don’t know how to use it, and there is an enormous misunderstanding.

We use VR headsets for our projects for museum and gallery visitors to experience what we
have been trying to make; the connection with the space of the body and the virtual spaces as
close as possible. We designed the projects coherently; when you are inside the room and see
things while wearing the headsets, you will be able to touch them. So every exhibition we have
designed has been touch-friendly; there’s nothing fragile or nothing that you can’t interact
with. In the future, VR, as we understand it today, will not exist. It will always be a hybrid.

Your project Freestyle combines physical installation and VR experience in the exhibi-
tion at the RIBA in London in 2020. Can you please explain how you developed your
concept and decided to combine material and digital?

Freestyle is a research-oriented project that has a hypothesis. It’s about how media and the
evolution of media change architecture’s style. It was two years of research. The majority of
the project is made of spreadsheets of data, numbers, diagrams, etc. We wanted to convey all
this information. You usually split the information and spread it across the museum, where
people can move through the physical room and look at things on the wall or cabinets. If you
do this in a certain sequence, you can learn something. In this exhibition, we were looking at
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500 years of history, with a lot of data and information. We knew from the beginning that we
wanted to work with VR. However, VRs are incredibly powerful vehicles to transmit a lot of
information because when you'’re wearing them, you’ll have an audience with 100% attention.
They literally can’t see anything else.

For such 500 years of history, we would probably need a much bigger gallery and a
much more different setup. We had four films in total, 25 minutes each. If you watch all the
films, 500 years of history will be done. In this exhibition, you could physically interact with
the environment; there were all three-dimensional objects, books, design objects, cars from
the 1930s, etc. So, in this case, we are using this medium to use storytelling and narrative to
tell someone an extraordinarily complex amount of information in an enjoyable way. I think
this project was a unique way to show the potential of this medium.

Asyousaid, when you use virtual reality, there are no borders anymore; you don’t need
to be restricted by the capacity of physical space in a museum. How do you see the future
of design and storytelling in relation to digital technologies? Do you think the meaning
of museum-like places will change?

Yes, probably it will. But it happens in every institution and every company. I'm sure people
were saying, “Why would we ever go to the cinema again when everyone can make a movie?”
when the first handheld video cameras became available on the market in the 80s. It hap-
pened to some degree because eventually, that led to smartphones and then YouTube. When
this area is advancing, we think of a future with special devices in which we don’t need space.
The entertainment and communication industry will be inside of this medium. And then ob-
viously, every sector of the economy will eventually grow into this new medium. But also,
most of these mediums give a lot of agency to individuals to create experiences that they’re
interested in or build a life and a career.

Another very interesting project that combines physical and digital spaces is The Ward-
ian Case. Here we see colorful and futuristic forms placed in Palazzo Reale in Milan. Can
you tell that experience?

The Wardian Case is an incredibly site-specific project. We collaborated with a company
working for the Royal Palace of Milan’s tapestry room. We were asked to create a sculptural
piece for that room as a virtual surface. But for us, the virtual is not necessarily digital, me-
chanical, or electronic. For us, even a fresco, painting, or tapestry is also virtual.

This room has two tapestries from the 18th century, describing a Greek myth. So what we
did was that we took pieces of that story and tried a different storytelling medium. VR helps
us to convey information. It’s not a separate thing; it’s part of a long trajectory of the same
kind of intentions. That room has such a specific and interesting 2000-year-old story that
somehow has managed to travel throughout the years. VR is just one more medium in the
long line of other mediums for the story to travel. That’s why we’d be creating this big sculp-
ture, which is an object made within this material company. It is a kind of synthetic suede
material that can be digitally printed. So we recreated the room and managed to have a reflec-

ya da vitrinlerdeki seylere bakarlar. Bunu belli bir sirayla yaparsaniz bir seyler 6grenebilirsi-
niz. Bu sergide pek ¢ok veri ve bilgi igeren 500 yillik bir tarihe bakiyoruz. En bagtan beri VR
ile caligmak istedigimizi biliyorduk. VR ¢ok fazla bilgiyi iletmek i¢in son derece giiclii bir arag
ciinkii o baghig1 takuiginizda size ilgisi %100 olan bir seyirciyle bagbasasiniz, kelimenin tam
anlamiyla bagka bir sey goremezsiniz.

500 yullik bir tarih i¢in muhtemelen ¢ok daha biiyiik bir galeri ve ¢ok daha farkli bir kurulum
gerekirdi. Her biri 25 dakikalik dért filmimiz vardi. Eger hepsini izlerseniz 500 yilin tamamu
bitmis oluyordu. Bu sergide cevreyle fiziksel temasa gegebiliyordunuz; 1930’lardan kitaplar, ta-
sarim nesneleri, arabalar gibi ti¢ boyutlu objelerle de. Dolayisiyla, insanlara olaganiistii karmagik
miktarda bilgiyi eglenceli bir sekilde, hikédye anlaticilig1 ve anlat1 araciligryla aktariyoruz. Bence
bu proje bu mecranin potansiyelini géstermenin benzersiz bir yoluydu.

Dedigin gibi sanal gercekligi kullandiginizda artik sinirlar ortadan kalkiyor; fiziksel
mekanin kapasitesiyle kisithi kalmak zorunda degiliz. Tasarim ve hikdye anlaticiliginin
dijital teknolojilerle iligkili olarak gelecegini nasil goriiyorsunuz? Sizce miize benzeri
alanlarin anlami degisecek mi?

Evet muhtemelen degisecek, ancak bu her kurumun ve sirketin bagina geliyor. Eminim por-
tatif kameralar piyasaya ilk ¢ikuiginda insanlar “herkes film ¢ekebilirken neden bir daha sine-
maya gidelim ki?” gibi seyler soylemislerdi. Bu bir dereceye kadar gergeklesti de ¢iinkii zamanla
bu, akill: telefonlara ve YouTube’a kadar gitti. Bu alan gelisirken bence bizi mekéna ihtiyag duy-
mayacagimiz 6zel cihazlarin oldugu bir gelecek bekliyor. Eglence ve iletisim endiistrisi bu mec-
ranin i¢inde olacak. Ve sonra elbette ekonomideki tiim sektérler eninde sonunda bu mecraya
uyum saglayacak. Bunun diginda tiim bu mecralar bireylere istedikleri deneyimi yaratmak ya da
yasamlarini ve kariyerlerini inga etmek i¢in oldukga fazla imkén sagliyor.

Fiziksel ve dijital mekani bir araya getiren bir diger ¢ok ilgin¢ projeniz The Wardian
Case. Burada Milano’daki Palazzo Reale’nin i¢ine yerlegtirilmis renkli ve fiitiiristik form-
lar gériiyoruz. Bu deneyimi anlatabilir misiniz?

The Wardian Case oldukga mekéna 6zgii bir projeydi. Milano Palazzo Reale’nin duvar hali-
larinin bulundugu odasi i¢in ¢alisan bir sirketle is birligi yaptik. O oda i¢in sanal bir yiizey
olarak heykelsi bir par¢a olusturmamiz istendi. Ancak bizim i¢in sanal, mutlaka dijital, meka-
nik veya elektronik degil. Bizim i¢in bir fresk, resim veya duvar halis1 da sanaldur.

Bu odada 18. yiizyildan kalma bir Yunan mitini anlatan iki duvar halis1 bulunuyor. Yaptigi-
miz sey, o hikdyeden parcalar alip farkli bir hikdye anlatim mecrasi denemek oldu. Bu odanin
uzun yillar1 katedip bize ulagmay1 bagarabilmis 6ylesine spesifik ve ilging, 2000 yillik bir hik4-
yesi var ki. VR, hikayenin aktarilmasini saglayan uzun bir mecralar silsilesi i¢inde sadece bir
diger mecra. Bir malzeme sirketi i¢in bu biiyiik heykeli yaptik. Bu, dijital bask: yapilabilen bir
tiir sentetik silet malzeme. Bdylece oday1 yeniden yarattik ve onun bir yansimasina sahip ol-
may1 bagardik. Yiizeye baktiginizda, aynaya bakip bakmadiginiz1 sorgulamaniza neden olu-
yor. Fakat bu aynada sadece hikayedeki karakterleri temsil eden sanal nesneleri gérebiliyoruz.
Bir sanal rehberin, bir avatarin, size hikayeyi anlattig1 bir VR filmi de var.
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tion of it. When you see the surface, it makes you ask if you’re looking at a mirror, but in this
mirror, we can only see the virtual objects representing characters from the story. There is also
this VR film where a virtual guide, an avatar, tells you the story.

Your installation and the classical style of the space has an interesting contrast. What
kind of reactions did you get there?

Yes, generally, people are very positive about experiencing something like this. This project
does not stress you; they are very calm and slow. People often feel sick in VR experiences.
Also, the film is only about 5 minutes long, so it’s quite short. One of the remarkable qualities
of VR is that when someone has committed to putting on the headset, you have their full at-
tention. When you are there, you cannot see anything else. The reactions are usually very
positive. There’s a big split between people who watch films in VR and those who don’t. The
people that choose not to use it have very obvious reasons, and some of them might be skepti-
cal of the medium itself or be worried about it.

That is quite understandable when you are experiencing other VR. Generally, VR expe-
riences miss the sense of touch, where the user only sees a space. The installations play an
essential role in bringing the material into the VR experience in your work. How do you
develop these two sides of your projects?

Yes, it’s true. We think this was a natural reaction because most people don’t fully comprehend
what it involves to make something like a VR headset film. We have been lucky to have more time
to dedicate ourselves. Of course, it takes extra time, but we always tried to involve this medium
even though it was not specifically asked. We are really interested in finding new ways of transmit-
ting experiences in people and finding different mediums to tell different information.

One of the repetitive concepts of your work is domestic life and finding new possibili-
ties in the interiors. For example, The Venn Room exhibition was made in 2019, before
pandemics. When we look at these projects, we can see a huge need for such experiences
considering the times we needed to stay at home, work from home, be online via Zoom
meetings, etc. Many people felt economic injustice when they needed to “live” in their
houses. What kind of potential do you see in your past projects concerning pandemics?

Yes, the meaning of house changed in many ways. That’s one aspect we have really tackled a
lot; the economic differences between people have increased. Most people could not afford to be
online, or they did not have enough space, or they did not have an environment that they felt
safe. Especially considering VR headsets, you need to feel safe to be blindfolded. This medium
is not inclusive, and it sets people apart. That is why we moved away from developing things for
VR headsets and started working on projects specifically built to be used directly in a browser on
the Internet. We specifically built these spaces to be as light as possible so that even people with
old smartphones or a very bad Internet connection could still join these spaces.

We have been doing a lot of speculative work with online, three-dimensional social spaces,
like Second Life. We realized that we had been spending a lot of time building these high-im-
pact and exclusive virtual experiences during the pandemic. But still, you need to go to a
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Sizin yerlestirmeniz ve mekanin klasik tarzi arasinda ilging bir kontrast var. Orada nasil
geri doniisler aldimz?

Genel olarak insanlar boyle bir deneyim edinmek konusunda oldukga pozitifler. Bu proje
sizi strese sokmaz, oldukga sakin ve yavastir. Insanlar VR deneyimlerinde siklikla hasta gibi
hissederler. Ayrica film sadece bes dakika kadar siiriiyor, oldukga kisa yani. VR’'in en dikkate
deger 6zelliklerinden biri de, biri o bagligi takmaya karar verdiginde onun tiim ilgisine sahip
olmanizdir. Oradayken bagka hi¢bir sey goremezsiniz. Tepkiler genelde olduk¢a olumluydu.
VR filmini izleyen ve izlemeyenler arasinda biiyiik bir ayrim oluyor, izlememeyi secenlerin
bariz sebepleri var. Ayrica bazilar1 da mecraya kugkulu yaklasabiliyor veya deneyim hakkinda
kaygili olabiliyor.

Bagka VR’lar1 deneyimledilerse bu oldukga anlagilir bir durum. Genelde VR kullanim-
larinda izleyici sadece mekani goriir, dokunma duyusu yoktur. Yerlestirmeleriniz maddi
olan1 VR deneyimine dahil etmek konusunda 6nemli bir rol oynuyor. Projelerinizin bu
iki tarafini nasil gelistiriyorsunuz?

Evet, bu dogru. Bunun dogal bir tepki oldugunu diisiiniiyoruz ¢iinkii ¢ogu insan VR filmi
gibi bir sey yapmanin ne anlama geldigini tam olarak anlamiyor. Buna kendimizi adamak
adina daha fazla zamanimiz oldugu i¢in sansliyiz. Tabii ki bu ekstra zaman aliyor, fakat 6zel-
likle istenmese dahi her zaman bu mecray1 islerimize dahil etmeye ¢alistik. Insanlara dene-
yimleri aktarmanin yeni yollarin1 bulmak ve farkli bilgileri anlatmak i¢in farkli mecralar bul-
makla ¢ok ilgileniyoruz.

Calismalarinizda tekrar eden kavramlardan biri ev i¢i yasam ve i¢ mekanda yeni olasi-
liklar bulmak. Ornegin The Venn Room sergisi 2019’da, pandemiden énce yapilmist1.
Evde kalmak, evden ¢aligsmak, ¢evrimici Zoom toplantilarina katilmak zorunda oldugu-
muz zamanlari diigiiniince boyle deneyimlere yonelik miithis bir ihtiya¢ oldugunu gérii-
yoruz. Pek ¢ok insan evlerinde “yasamak” zorunda kalinca ekonomik adaletsizliklerin de
farkina vardi. Pandemiyi géz 6niinde bulundurunca ge¢mis projelerinizde nasil bir po-
tansiyel buluyorsun?

Evet evin anlami pek ¢ok agidan degisti. Kisiler aras1 ekonomik farkliliklar bunun oldukga
kurcaladigimiz bir agisiydi. Pek ¢ok insan ¢evrimigi olmay1 maddi agidan karsilayamiyordu,
yeterli veya giivenli hissedebilecekleri bir alana sahip degillerdi. Ozellikle VR bagliklar1 agi-
sindan gozlerinizi kapatmak i¢in giivende hissetmeniz gerekli. Bu mecra kapsayici degil, in-
sanlar1 ayrigtirtyor. Bu sebeple VR bagliklar1 i¢in bir seyler gelistirmekten uzaklastik ve dog-
rudan Internette tarayici iizerinden kullanilmaya uygun projeler iizerine ¢alismaya basladik.
Bu mekanlari eski model akilli telefonlar1 veya Internet baglantisi iyi olmayan kisilerin kati-
labilmesi i¢in 6zellikle olabildigince hafif yaptik.

Second Life gibi ¢evrimici, ti¢ boyutlu sosyal mecralarla ¢ok sayida spekiilatif ¢caligma yapi-
yoruz. Pandemi sirasinda bu yiiksek etkili ve 6zel sanal deneyimleri olusturmak i¢in ¢ok za-
man harcadigimizi fark ettik. Ama yine de bunlar1 deneyimleyebilmek i¢in bir miize veya
galeriye gitmeniz, ya da bir sehirde olmaniz gerekiyor. Galeriler icin ¢ok sayida sanal alan
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museum or gallery and be in the city to be able to experience it. We built a lot of virtual
spaces for galleries; we brought Freestyle online... We even built spaces for our friends and
family. For example, we celebrated our niece’s birthday in a virtual space we designed because
it was a lockdown in Spain where you weren’t even allowed on the sidewalk. All family mem-
bers could access with their old laptops, or whatever phones they had, then we could all go
with avatars. We built a treasure hunt which ended up with her getting her birthday cake. We
could create a meaningful moment for her.

I think that’s also affecting the footprints you leave with this project right? Is it de-
creasing somehow when you’re doing lighter things?

Yes, of course. Because these spaces are held on servers, they are very directly measurable. It’s
actually challenging to find out exactly how big the impact is. It’s technically impossible to know.
We do get reports from our server providers for the spaces we build. There are statistics on how
many people visited the space, but not who visited. Data privacy is a very important issue.

Building a streetlight in a virtual environment actually uses real electricity, which is also
really important. Because it’s so abstract, we cannot feel the impacts. When you’re uploading
something online, it feels like “I haven’t done anything”. However, there is a server spinning
for that work somewhere in the world. It’s obviously not comparable to going out and buying
a whole truck full of wood or metal and building a house, but it’s still very much comparable.
Especially in the age of NFTs and Cryptocurrencies... Now, this is even more important to
really be aware of; think about how much is really needed and whether it can be used on.

How do you see the future of design in relation to digital technologies? Do you feel the
rising tendencies of designers, artists, and architects working more on virtual environments
and objects? How the role of design (considering physical objects and spaces) is changing?

There is a lot of skepticism. We are moving to the future too fast. There is a shock in every
field and every medium now. The television’s invention had the same effect at that time. In the
60s and 80s, there were a lot of talks and books on the dangers of television, but still, it did not
slow us down. Now we don’t hear anyone talking about the dangers of television.

There is often a healthy skepticism, and in this specific case, it has a lot of similarities with the
introduction of the previous mediums, but with some very fundamental differences. A consid-
erable fact is that there are already many economies in this new medium and alot of speculation,
and it’s not just from five big broadcasting companies’ spectrum. Basically, anyone can try and
own something in what’s called a metaverse. There are so many sorts of shock level points with
this new medium. You have the fact of economic impact and the experiential impact. We often
refer back to the Canadian philosopher Marshall McLuhan, who is one of the leaders of estab-
lishing core ideas about any kind of popularizing philosophical ideas about new mediums. And
we think that his argument on the mirror effect is now more relevant than ever: You cannot
move into the future and look into the future simultaneously. You can only move into the future
while you're looking back. That determines a lot of thinking on what’s possible and depending
on how much or little the actual future overlaps with our predictions for what we’re ready for.
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olusturduk; Freestyle’r cevrimici hale getirdik... Arkadaglarimiz ve ailelerimiz i¢in bile mekén-
lar inga ettik. Ornegin, yegenimizin dogum giiniinii tasarladigimiz sanal bir mekanda kutla-
dik giinkii Ispanya’da sokaga ¢ikma yasagi vardi. Tiim aile iiyeleri eski diziistii bilgisayarlary-
la veya telefonlariyla erigebildi, hepimiz avatarlarla katildik. Sonu dogum giinii pastasina
¢ikan bir hazine av1 yaptik. Onun i¢in anlamli bir an yaratmigs olduk.

Sanirim bu, projenin diinyaya biraktig: izleri de etkiliyor degil mi? Daha hafif seyler
yaptiginizda karbon salinimi da azaliyor.

Evet elbette. Bu alanlar sunucularda tutulduklar i¢in dogrudan olgiilebilirler. Etkisinin
tam olarak ne kadar biiyiitk oldugunu bulmak aslinda zor. Teknik olarak bilmek imkansiz.
Sunucu saglayicilarindan inga ettigimiz alanlar i¢in rapor aliyoruz. Alam kag kisinin ziyaret
ettigine dair istatistikler var, ancak kimin ziyaret ettigine dair istatistik yok. Veri gizliligi cok
6nemli bir konu.

Sanal bir ortam i¢in bir sokak 15181 tiretmek gergek elektrik kullaniyor, ki bu da ¢ok 6nem-
li bir nokta. Cok soyut oldugu i¢in etkilerini hissetmiyoruz. Cevrimigi ortama bir sey yiikler-
ken “hi¢bir sey yapmadim” gibi hissediyorsunuz. Ancak bunun i¢in diinyanin bir yerinde isle-
yen bir sunucu var. Elbette bu, digar1 ¢ikip bir kamyon dolusu tahta veya metal alip bir ev inga
etmekle kiyaslanamaz ama ayni zamanda da oldukga kiyaslanabilir. Ozellikle NFT’ler ve
kriptopara ¢aginda... $imdi bunu farkinda olmamiz ¢ok daha 6nemli; gergekten ne kadarina
ihtiya¢ oldugu ve kullanilip kullanilamayacagini diisiinmek gerekiyor.

Dijital teknolojilerle baglantili olarak tasarimin gelecegini nasil goriiyorsunuz? Tasa-
rimcilarin, sanatgilarin ve mimarlarin sanal ortamlar ve nesneler iizerine daha ¢ok calis-
maya yoOnelik egilimlerini hissediyor musunuz? Tasarimin rolii (fiziksel nesneler ve
mekanlar ac¢isindan) nasil degisiyor?

Cok fazla kugku var. Gelecege dogru ¢ok hizli ilerliyoruz. Artik her alanda ve mecrada bir
sok var. Televizyonun icad1 da o dénemde ayni etkiyi yaratmusti. 60’11 ve 80’li yillarda televiz-
yonun tehlikeleri tizerine ¢ok sayida soylesi ve kitap vardi ama bu yine de bizi yavaglatmadu.
Artk kimsenin televizyonun tehlikelerinden bahsettigini duymuyoruz.

Genellikle saglikli bir siiphecilik vardir ve bu spesifik durumun, 6nceki mecralarin ortaya
cikistyla pek ok benzerligi var, ancak bazi ok temel farkliliklar1 da var. Onemli bir gergek su
ki, bu yeni mecrada zaten pek ¢cok ekonomi ve ciddi spekiilasyon var ve bu sadece beg bityiik
yayin sirketinden kaynaklanmiyor. Basitge, herkes metaverse denen seye sahip olmay1 deneye-
bilir. Bu yeni mecrada ¢ok fazla ¢esit sok seviyesi var. Ekonomik ve deneyimsel etki gercegi
ortada. Sik sik, herhangi bir popiiler felsefi dugiince hakkinda temel nosyonlar tesis etmekte
lider olan Kanadali filozof Marshall McLuhan’a atfta bulunuyoruz. Ve onun ayna etkisi hak-
kindaki argiimaninin simdi her zamankinden daha belirgin oldugunu diigiiniiyoruz: Ayni
anda hem gelecege dogru ilerleyip hem de gelecege bakamazsiniz. Gelecege ancak geriye ba-
karken ilerleyebilirsiniz. Bu, ger¢ek gelecegin bizim ne kadarina hazir oldugumuzla ilgili 6n-
goriilerimizle ne denli 6rtiigtiigiine bagli olarak, neyin miimkiin oldugu tizerine ¢ok fazla dii-
sinmemizi gerektirir.
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SANAL SERGI VIRTUAL EXHIBITION

Tabii ilging bir nokta, belki daha sadece 3-4 y1l 6nce birgok insanin VR gibi yeni bir mecra
hakkinda disiiniiyor olmasiydi. Bugiin bu pek de boyle degil. Bugiin VR, yarin AR ve ardin-
dan metaverse ve ardindan oyunlar var... Tiim bu farkli seyler birlikte gelisiyor. Cok-boyutlu
bir Internet haline geliyorlar.

Olas: tehlikeleri diigiiniirsek, karaborsa ve daha pek ¢ok sey i¢in kullaniliyoruz. Tiim bun-
lar olduktan sonra Interneti kullanmanin verimli ve anlamli bir yolunu bulabildik. $imdi sa-
dece bunun bu yeni mecrada da, Internetin bu yeni versiyonunda da olmasini umabiliriz.

Kesinlikle! Ve son olarak, mevcut projelerinizden bahseder misiniz? Yakin gelecek icin
planlariniz neler?

Diinya tizerindeki yerler hakkinda nasil diisiiniilebilir ve nereden ¢aligilabilir? Yakin za-
manda Ispanya’nin Giiney’ine, kirsal bir yere tagindik. Burada ¢ok ilging seyler oluyor ama
sonugta biiyiik bir sehir degil. Hep Londra, Bangkok ve simdi Los Angeles gibi bityiik sehir-
lerde yasadik. Bu, lizerinde ¢okga diisiindiigiimiiz glincel bir soru; bizim gibi insanlarin biiyitk
sehirlere katkida bulunmayip, Internet baglantisi oldugu siirece bagka bir yerde faaliyet gos-
termeleri miimkiin mii?

Projelerimiz hakkinda ise, musterilerimiz i¢in giderek daha ¢ok sanal mimariler olusturu-
yoruz. Sanal alanlara ihtiya¢ duyan birgok sirket var. Bu ylizden mimari, deneyim tasarimi ve
avatarlar gelistiriyoruz.

Uzerinde galigtigimuz bir diger konu da sanal alanlarda hareket ve altyapi. Sanal ortamlar
ve oyunlar tiim altyapilariyla nasil ele alinir? Farkli deneyimler ve platformlar arasinda nasil
hareket edilebilir? Gegenlerde bu konuda bir manifesto yazdik; sanal ortamlarda ig1nlanmay1
diisiinmenin 6nemli oldugunu diistiniiyoruz. Bu, yaklasik iki buguk yildir iizerinde ¢aligstig1-
miz bir aragtirma projesi olan yaklasan sergimizle baglantili. 29 Haziran 2022’de Londra’da
Sir John Soane Miizesi’'nde agilacak. Kurmacadaki sanal portallarin tarihi ve gelecegi hakkin-
da. Freestyle gibi. Bu bir aragtirma projesi, argiimani yakin gelecekte portallarin sanal alanlar
arasindaki en 6nemli tasarim objesi olacagi. Bunlardan milyonlarca olacak ve onlar1 her giin
kullanacagiz, tipk: bisiklet, araba, tren veya otobiis hatt1 gibi fiziksel ulagim sistemlerini kul-
landigimiz gibi. Bu nedenle, bunlarin nasil tasarlanacagini anlamak ve gereksiz hatalar yap-
mamak i¢in bu proje, bilimkurgu kitaplarindan, romanlardan, filmlerden, oyunlardan ve tele-
vizyondan, kurmacadaki portallarin eksiksiz bir tarihini sunuyor. Son 100 yilda nasil
goriindiiklerine, nasil ¢alistiklarina, anlatiya nasil uyduklarina, neler yapabildiklerine, onlar
kimin tasarladigina ve hangi amaglara yonelik olduklarina bakiyoruz. $u anda tizerinde galig-
t1ig1miz en biiyiik proje bu.

Ortada bir¢ok bagka proje de var; yeni bir sergi i¢in The Venn Room ve Domestic Spaces adl1
projelerimize de devam ediyoruz.
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One complex thing that’s happening, of course, is that maybe only 3-4 years ago, many
people were thinking of a new medium like VR. Today it’s not necessarily the case. Today is
VR, tomorrow is AR, and then metaverse, and then there’s gaming... All of these different
things are growing together. It’s becoming more like a multi-dimensional Internet.

We are being used for the black market and many other things when considering the pos-
sible dangers. Then all those things happened, and we found a productive and meaningful
way to use the Internet. Now we can only hope that it also happens with this new version of
the Internet in this new medium.

Yes! True. And lastly, what are your current projects? What are your plans for the near future?

I was thinking a lot about, which relates both to efficient things and large ideas; how to think
about places on the Earth and where to work from? We recently relocated to the North of Spain,
a very rural area. Many interesting things are happening, but it’s not a big city in the end. We
have always been based in big cities like London, Bangkok, and now Los Angeles. So this is a
current question that we think about a lot; is it possible for people like us to not contribute to the
large cities but instead operate somewhere else as long as there is an Internet connection.

About the projects, we are increasingly building commissioned virtual architecture for cli-
ents. There are many companies in need of virtual spaces. So we develop architecture, experi-
ence design, and avatars.

Another thing that we’re working on is movement and infrastructure in virtual spaces. How
to consider the whole mentality of virtual environments and games and move between different
experiences and platforms. We recently wrote a manifesto on this topic; we think it’s important
to consider teleporting through virtual environments. That’s linked to our upcoming exhibition,
aresearch project we’ve been working on for about two and a half years already. It will be open-
ing on June 29th, 2022, in London at Sir John Soane Museum. It’s about the history and future
of virtual portals in fiction. Similar to the Freestyle. It’s a research project. The argument here is
that one of the most important design objects will be portals between virtual spaces in the near
future. There will be millions of them, and we will use them every day, just like we might use
physical transportation systems, like a bicycle, car, train, or bus line. We will use portals in the
same way. So in order to understand how to design them and not make unnecessary mistakes,
this project presents a complete history of portals in fiction, from sci-fi books, novels, movies,
games, and T'V. It will be looking at how they looked in the past 100 years, how they work, how
they fit into the narrative, what they can do, who designed them, and for what purposes? That’s
the biggest project that we’re working on at the moment.

There are also many other projects around; we are also continuing our projects called The
Venn Room and Domestic Spaces for a new exhibition.
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Evin ve ev mekaninin
kuratorugunu yapmak:
Fiziksel ve sanal
alanda kimlik

Bireylerin kimliklerini, karakterlerini, kegiflerini yansittiklar1 “ev”,
hayatimizin kamusal ve 6zel alani arasinda bir diyalog saglarken,
onlar1 birbirinden ayiran bir ¢izgi de ¢ekebilir. Gelisen teknolojilerle
birlikte kamusal ve 6zel arasindaki bu ¢izgi bulaniklasabiliyor ve
evlerimizin neden artik daha az 6zel oldugu, sanal alanlarin geleceginin
ne oldugu ve ayni zamanda kimliklerimizi de tanimlamaya baglayip
baslamayacag: gibi farkli sorulara tanik oluyoruz. Ela Gok ve Sam Price,
“ev” kavramiyla giinlimiizde daha popiiler hale gelen metaverse ve

sanal mekan hakkinda yazdilar

Yaz1 Text: Ela Gok & Sam Price

The notion of “home”, in which individuals reflect on and project their
identities, characters and explorations, provides a dialogue between the
public and private domain of our lives, although it can also draw a line that
divides them. With developing technologies, this line between the public
and private may become blurry and we witness different questions such as
whether our homes are becoming less private, what the future of virtual
spaces might be and whether they will also begin to define our identities

in the same way as physical spaces. Ela Gok and Sam Price have written
about the metaverse and virtual space, which has become more pressing
due to the COVID-19 pandemic, through the concept of “home”

Curating the home,
curating the home space:
|dentity in the physical
and the virtual
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COVID-19 salgini son iki yildir gogumuzu evlerimizle tek esli bir iligki i¢cinde yakinlagmaya
zorlad1. Bu alanlarla sinirli oldugumuzdan odalarimizi, mobilyalarimizi ve egyalarimizi bek-
lenmedik amaclara uyacak sekilde uyarladik. Hayatlarimizy, iliskilerimizi, sosyal etkilegim-
lerimizi, igimizi ve keyfi etkinliklerimizi bu kisithi alanlara acilen sikigtirmaya galisirken
oturma odalar: ofise, yatak odalar1 yoga stiidyosuna, mutfak tezgahlari bara dontistii. Evleri-
mize y6nelik bu kisitlama, en 6zel alanlarimizi yeni sekillerde gérmemizi sagladi, birdenbire
onlar1 her zaman mevcut olan Internet baglantili cihazlarimizdaki kameralar ve mikrofonlar
araciligiyla yeniden gérmeye bagladik. Hayatlarimiz ¢ok daha fazla ev merkezli olmakla kal-
mady; evlerimizin gériiniimii de siirekli olarak disariya yansiyor. Uzaktan ¢alisirken her seyin
normal oldugunun taklidini yapiyoruz.

Zoom ve Microsoft Teams gibi hizmetlerin popiilerliklerinde yasanan patlama, video
konferansin her tiirlii is ve etkilesimde kullanilabilecegine isaret ederken evlerimizin sosyal,
ticari ve 6grenme alanlari olarak yeniden ¢ergevelenmesine neden oluyor; uzaktan tanidig-
muz arkadaglar, cok yakin olmadigimiz is arkadaglar1 ve belki de potansiyel flortlerimiz evi-
mize sanal olarak giriyorlar. Sosyo-mekansal paradigma kaymasi birgok 6nemli soruyu giin-
deme getiriyor: Kisisel alanimiza kimlerin girmesine izin vermek istiyoruz? Evlerimizin nasil
algilanmasini istiyoruz? Cevrimi¢i meké4nlarda mevcudiyetimiz bilerek ya da bilmeden belli
bir kiirasyondan gegiyor. Ote yandan izleyici kitlemiz de daha az segici hale geliyor, evimize
bakiyor olmak bir¢ok geleneksel olmayan amaca hizmet etmeye bagliyor. Bazilar1 beyaz du-
varlarin ya da dijital olarak artirilmis arka fonlarin kamuflajini kullanirken, digerleri evlerin-
den bir kesiti, kitapliklarini, ev dekorasyonu segkilerini ve ev esyalarinin mahrem, kisiligi
belirleyen hallerini paylasiyor olmay: tercih ediyolar.

Sanal ortam ve metaverse

Mark Zuckerberg salginin ortasinda, yalnizca sosyal medya devi Facebook icin yeni bir
isim degil, ayn1 zamanda sosyal medyanin gelecegi i¢in yeni bir vizyon olan Meta’y1 duyurdu:
“Metaverse”. Metaverse kavrami zaten bir siiredir var olsa da (1) Zuckerberg’in vizyonu, i¢ine
alan, somutlagtirilmig bir sosyal deneyim fikri etrafinda olusturulmus. Ev alani, “fiziksel evi-
nizin béliimlerinin sanal olarak olusturuldugu” bir alan olarak temel bir bilesene déniisiiyor.
(2) Evlerimizin son derece hassas sanal kopyalarini olusturmak i¢in araglar zaten var; fotog-
rametrik tarama uygulamalari ve sezgisel 3B modelleme programlar: her zamankinden daha
erisilebilir durumda. Bu nedenle, bu sanallastirilmis fiziksel alanlarin paylagimu ve kullanici-
nin kiiratorliik roliiniin nasil gelisebilecegi ile ilgili sorular acilen sorulmali. $imdilik merke-
zi olmayan, ¢ok platformlu siiriikleyici bir deneyim olarak metaverse, bityiik 6lciide Silikon
Vadisi ve teknoloji dergilerinin konusu olmaya devam ediyor. Ote yandan, sosyal medya ara-
ciligiyla yaptigimiz gibi, sanal 3B ortamlar ve igerik araciliiyla sosyal olarak etkilesime gir-
meye baglayacaksak, evlerimizin bizi yansitmak ve tanimlamak i¢in kullanilan kilit unsurlar-
dan biri haline gelecegi de o kadar da uzak bir ihtimal degil. Bu, giiniimiizde kullanilan
icerige ag sosyal medya platformlarinin dogasinda zaten gériilebiliyor. Igerik iiretmek igin
mekénsal sinirlamalar olmaksizin bir titkketim ve tiretim dongiisii, kullanicinin ayni zamanda
yaratict olmasina da olanak taniyor.

Ev: Mahremiyet ve kimlik

Kendini ifade etmeyi, kesfetmeyi ve yansitmay1 kolaylastiran ev, bireyin karakterini tem-
sil etmede genellikle sorgulanmayan bir role sahip. Bir orta sinuf kimligi gelistirmede etkili
oldugu 19. ylizyilda hanenin ingas1 “sosyal 6zlem, maddi rahatlik ve soy” gibi burjuva deger-
lerini ifade etmenin bir yolu olarak goriilityordu.(3) Birlesik Krallik’ta, kamusal alan ve isye-
rinde artan giigsiizlitk ve yabancilagma hissinin bir belirtisi olarak, gelisen genis is¢i sinifi
i¢in 1980’ler eve yeniden odaklanmak demekti.(4) Yakin gegmise kadar kamusal alan isye-
rinden kaynaklanan faaliyetler, sorunlar ve iligkilerin yani sira is¢i sinifinin ¢aligma yoluyla
kendini tanimlamast igin ana forum iglevini goriiyordu. Isle 6zdeslesme, ancak isyerinden
kopma, 20. yilizyilin ortalarinda Amerika Birlesik Devletleri'nde benzer bir yeniden merkez-
lenmeye neden oldu: “Sanayilesme sonrasi is eve geri getirilmistir ve onu yatak odasina, hat-
ta yatagin kendisine gétiiriir” (5) Bu baglamda, teknolojik gelismelerin ev odaginda biiyi-
mesine izin verildi. Radyo ve televizyon, kamusal sorunlar1 eve getirdi ve yikama, yemek
pisirme ve temizlik i¢in uygun fiyath elektronik cihazlar, kamusal alanda bu servislerin go-
rildiigi alanlara ve etkilesimlerine olan ihtiyaci ortadan kaldirdi. Belki de bunlar arasinda
en etkili olany, iletisim cihazlarinin evden ¢ikmadan sosyal etkilesime izin vermesidir.

Ev, tanidik, 6zele ait bir yerden, daha genis sosyal etkilesimleri destekleyebilecek bir alana
tagind1. Ayni zamanda ev, bir biitiin olarak toplum i¢in zevki belirlemenin ve kendini temsi-
lin kontrollii kesfedilebilecegi bir ortam haline de geldi. Ev alanini kontrol etmek, désemek
ve kiiratorliigiinii yapmak, yalnizca maddi araglarla kimligi yansitmanin degil, ayni zamanda
sevdigimiz idealleri ve degerleri temsil eden bir imaj yaratmanin bir yolu oldu. Bu kiirasyon
sayesinde ev bir siire¢ olarak diigiiniilebilirken, “ideal ev’e ulagmak asla tamamlanmaz. Fikir-
ler, durumlar ve iligkiler gelistikge, ev bu degisikliklere uyum saglamak i¢in doniisecektir.

Dijital teknolojiye olan bagimliligimiz arttik¢a, kamu ve 6zel arasindaki sinir daha da
kayganlasiyor; yeni gelismeler kabul edilen geleneklere meydan okudukga tartigiliyor ve mii-
zakere ediliyor. Telefon, temelde bire bir, dogrudan sosyal etkilesime izin verdi, ancak Inter-
net iizerinden etkilesimler artik dogrudan, iki yonlii iletisimle sinirli degil. Bunun yerine sa-
nal etkilesimler, bazilar1 dogrudan yanit veren, digerleri neredeyse hig etkilesime girmeyen,
ancak yalnizca “igerik” titketen sayisiz farkli katilimciy: igerebilir. Cevrimigi varligimiza,
eger istenirse, sinirsiz erisilebilir, bu varlik gériiniir bir sekilde var olabilir. Ozellikle sosyal
medya profilleri, dogrudan etkilesim gerektirmeden herkes tarafindan goriilebilen bir anlik
goriinti olarak diisiiniilebilir. Dikkatli bir sekilde gergeklestirilen kiiratérliik, yansitilan ima-
jimizi idealize eder.

Sanallagtirilmis mekan

Iletisim teknolojileri, tanitim kavramini ve simdi de mahremiyeti gergek fiziksel alandan
ayirdi. Bununla birlikte, fiziksel kamusal ve ticari alanlar1 daha az iggal ettigimiz sirada, sanal
alan da hala fiziksel diinyamiza benzer bir sekilde kurgulaniyor. Yapisal olarak disiiniirsek,
sanal etkinligimiz her zaman fiziksel diinyay1 tanimlamak i¢in kullanilan dili yansitacak

Over the past 2 years, the COVID-19 pandemic has forced many of us to become familiar
with our homes in an exclusive, unforgiving manner. Confined to these spaces, we have
adapted our rooms, furnishings and belongings to fit unexpected purposes. Urgently trying
to cram our lives, relationships, social interactions, work and relaxation, into these restricted
spaces; living rooms have become offices, bedrooms became yoga studios and kitchen count-
ers substitute pubs. This increased limitation to our homes has made us see our most private
spaces in new ways, suddenly we are required to see them through the cameras and micro-
phones on our ever-present Internet connected devices. Not only are our lives far more
home-centred, but a view of our homes is projected to the outside. We are feigning normali-
ty while operating remotely.

The explosion in popularity of services like Zoom and Microsoft Teams indicates the mas-
sive increase in video calling for all sorts of common tasks and interactions, reframing our
homes as social, commercial and learning spaces, inviting loose acquaintances, poorly known
colleagues and even possible love interests into our homes virtually. This socio-spatial para-
digm shift raises important questions: Who do we want to allow a view of our personal spac-
es? How do we want our homes to be perceived? Online, our presence is already curated, in-
cidentally or highly intentionally, but suddenly our audience has become less selective, and a
view into our homes almost mandatory for a range of unconventional purposes. Whilst many
have opted for the anonymity of white walls or the camouflage of digitally augmented back-
grounds, others allowed us vignettes into their homes, their bookshelves, home décor choic-
es and intimate, character defining belongings.

Virtual Space and the metaverse

Amid the pandemic Mark Zuckerberg announced “Meta”, not only a new name for his
social media behemoth, Facebook, but also a new vision for the future of social media: “The
Metaverse”. Although the concept of a metaverse already exists and has for a while(1) Zuck-
erberg’s vision centres around the idea of an immersive, embodied social experience. The
home space would act as a core component, a space where “parts of your physical home (are)
created virtually”.(2) The tools for creating highly accurate virtual replicas of our homes al-
ready exist and are more accessible than ever in the form of photogrammetric scanning apps
and intuitive 3D modelling programs. As such, questions about the sharing of these virtual-
ised physical spaces and how the curatorial role of the user might develop must be asked with
urgency. For now, the metaverse as a decentralised, multiplatform immersive experience
largely remains the chatter of Silicon Valley and tech magazines. However, if we are to start
socially interacting through virtual 3D environments and content, in the same ever-present
way as we do now through social media, it does not seem wholly infeasible that our homes
may become one of the key elements for self-projection and identification. This can already
be seen in the nature of the content hungry social media platforms that are used today. A
cycle of consumption and production, without spatial limitations for producing content,
allows the user to also become the creator.

The home: Privacy and identity

Facilitating self expression, exploration and projection, the home holds an often-unques-
tioned role in representing an individual’s character. Influential in developing a middle-class
identity, the 19th century saw the construction of the household as a way of expressing bour-
geois values of “social aspiration, material comfort and lineage”(3) In the UK, it was the
globalisation of the 1980’s that caused a re-centring towards the home for the larger working
class, developed a symptom of the growing feeling of powerlessness in, and alienation from,
the public realm and workplace.(4) Up until reasonably recently, the public sphere had been
the main forum for self-identification for the working class through work, alongside activi-
ties, issues and relationships that stemmed from the workplace. Identification with work, but
detachment from the workplace, caused a similar re-centring in the United States during the
mid-20th century: “Post-industrialization collapses work back into the home and takes it
further into the bedroom and into the bed itself”.(5) It is within this context that technolo-
gies have allowed a reliance on the home to grow. Radio and television brought public issues
into the home and affordable electronic devices for washing, cooking and cleaning removed
the need for public facilities and interactions. Perhaps most impactful, communications de-
vices have allowed for social interaction without leaving the home.

The home has moved from a place of familiar, private occupation to a space capable of
supporting wider social interactions. Additionally, the home became a setting for controlled
exploration of taste and self-representation for society as a whole. Controlling, decorating
and curating the home space has become a way of not only projecting identity through ma-
terial means, but also creating an image of oneself that represents the ideals and values which
we hold dear. Through this curation, the home can be considered as a process, while aspiring
to the “ideal home” it is never completed. As opinions, situations and relationships develop,
the home alters to accommodate these changes.

As our dependence on digital technology grows, the boundary between public and private
is further shifting, being contested and negotiated as new developments challenge accepted
conventions. The telephone allowed for direct social interaction on a one-to-one basis, but
interactions through the internet are no longer limited to direct, two-directional communi-
cation. Instead, virtual interactions can involve countless different participants, some re-
sponding directly, others barely engaging at all, but simply consuming “content”. Our online
presence can, if chosen to, exist in a limitlessly accessible and visible manner. Social media
profiles, especially, are a snapshot view, visible to anybody without requiring direct interac-
tion. Careful curation idealises our projected image.

Space, virtualised

Communication technologies have detached the notion of publicity, and now also priva-
cy, from actual physical space. Nevertheless, while we are occupying physical public and
commercial spaces less, virtual space has always been conceived analogically to our physical
world. Semantically speaking, our virtual activity has always been arranged into “spaces”,
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“mekanlar” halinde diizenlenmistir. {lk iPhone’larin tasariminda ikonik olan “ana sayfa”
diigmesi, ekranlarimizi yeniden merkezleme yetenegi sunarak, bize hemen “6zel” bir alan
olarak takvimlerimizde diizgiin bir sekilde diizenlenmis widget’lar ve yaklasan tarihler igin
hatirlaticilar sagladi. Ev bilgisayarlar1 ve diziistii bilgisayarlardaki “masaiistii” de benzer bir
rol istlenmigtir. Ana sayfa diigmesi yok olmus olsa da (6) iyilestirilebilir, kontrol edilebilir,
eve benzeyen bir “ana ekran” kavrami dijital arayiizlerimizde merkezi olmaya devam etmek-
tedir. Yine bir bagka mekansal benzetme olan “sohbet odalar1” ve “forumlar”, ag baglantili
bilgisayar sistemlerinde var olan ve sosyal etkilesim ve tartismaya izin veren ilk alanlardan
bazilariydi. Bu sanal mekénlar hizla fiziksel yakinlik sartinin aranmadig paralel fiziksel ka-
musal alanlara déniigmiigtiir, ancak fiziksel mekdnda ayni sekilde miimkiin olmayan bir ge-
kilde mekandan ¢ikma segeneginin varligi da unutulmamalidir.

Sanal alanla iligki kurma seklimiz degisiyor. Bunun belki de en agik sekilde yasandigi alan
oyunlar. Oyun arayiizleri yalnizca televizyonlarimizin veya telefonlarimizin diiz ekranlarin-
dan artirilmis veya tamamen sanal gergekliklere gegmekle kalmiyor, ayni zamanda metaverse
benzeri oyunlarin popiilerligi artiyor. Sosyal baglantiya odaklanan oyunlar, sanal diinyalar-
daki alanlari tasarlama ve diizenleme hedefleri ile zaten belirlenmis durumda. 2003 yilinda
piyasaya sirillen Second Life, oyuncularin avatarlarinin iggal etmesi igin sanal araziler satin
almalarina izin veriyor. Yaklagik 20 yil sonra héla aktif olan oyunun web sitesi sizi “arkadag
canlis1 bir mahallede yagamaya (...) Belki bir ev sahibi olmaya ya da sadece arkadaglariniz
i¢in bir partiye ev sahipli§i yapmaya” davet ediyor.(7) Nintendo'nun sanal diinya tabanli
oyunu Animal Crossing: New Horizons, yakin ge¢migin bir bagar1 6ykiistidiir. Oyun, diinyaniz
ve icindeki “eviniz” i¢in 6geler edinme etrafinda doner, oyuncu kendi sanal “adasinin” yara-
ticis1 ve kiirat6riidiir. Birgok hayraninin COVID-19 salgini sirasinda “izolasyon ve bagka bir-
¢ok zorlugun yagsandig1 bir zamanda rahatlik ve sosyal baglanti saglayabilmesine baglandik-
larin1” (8), mitkemmel bir kagis yontemi oldugu séylenen oyun, sanal ortamin artan
cazibesine isaret ediyor.

NFT’ler (Non-Fungible Tokens) 2017 CryptoKitties oyunu ile popiiler hale geldi.(9) Gergek
herhangi bir amaci veya degeri olmayan rastgele 6geler gibi goriinseler de, ancak sanal bir
diinyanin, meta verinin gelismesiyle oynadiklari rol daha anlagilir hale geliyor. Zuckerberg’in
meta veri deposu, fiziksel alanlarimizin kopyalari ile inga edilmigtir ve telefonlarimiz i¢in 3B
tarama uygulamalarinin gelistirilmesi, i¢inde bulundugumuz ortamlarin dijitallestirilmesine
ve onlar1 sanal alanda yeniden olusturmasina olanak tanir. Sanal bir evde, NFTler kimligi
temsil eden ve sosyal ve kiiltiirel degeri olan fiziksel 6gelere benzer birer rol oynayabilir. Sa-
nal evler, fiziksel evlerimizin uzantlari, kimliklerimizin daha ileri projeksiyonlar1 ve gercek-
lesmeleri haline gelebilir ve bu sekilde kiiratorligii yapabilir hale gelebiliriz.

Sanal-fiziksel alanin gelecegi

Paralel sanal bir diinyada anlamli bir sekilde var olacagimiz bir toplumu hayal etmek hala
akil almaz veya zor goriinse de bu makalede bahsedilen birkag 6rnek aksini goéstermeye baglar.
Heniiz ikna olmadiysaniz: ABD’de 9-12 yas arasindaki ¢ocuklarin tigte ikisi, 7zzetaverse benzeri
¢ok oyunculu bir ¢evrimi¢i oyun olan Roblox’u oynuyor; 2017°de uluslararasi lansmani yapilan
tiktok, Eyliil 2021°de bir milyardan fazla aktif kullaniciya ulagti(10); son 7 giinde metaverse oyu-
nu Decentraland da kullanilan NFT lerin toplam satig degeri 4,36 milyon dolard1.(11)

Zuckerberg’in kendi evlerimizin sanal bir kopyasi etrafinda merkezlenen “Metaverse” viz-
yonuna dogru ilerliyorsak, 6nce sunu sormaliyiz: Neden fiziksel alanlarimizin 6zelliklerini
sanal olarak taklit etmeyi seciyoruz? Potansiyel olarak yalnizca hayal giictimiizle sinirli olan
dijital bir ¢ergevede, sanal yaratimlarimiz simdiye kadar hepimizin bildigimiz fiziksel diin-
yaya olduk¢a benzerdi. Sanal diinyanin sunabilecegi 6zgiirlitk ve yaraticilik géz 6niine alin-
diginda, bu oldukga sasirtic1 bir fenomen. Sanal bir ev sahibi olma, hatta ugma fikri, fizigi,
uzamsal bi¢imleri ve baglantilar1 tamamen yeniden icat edebilecek bir gerceklige kiyasla za-
yif bir se¢im gibi goriiniiyor.

Bununla birlikte, metaverse deneyimi fiziksel diinyamizda temellenecekse, sanal alanlar
olarak evlerimiz siiphesiz 6nemli bir rol oynayacaktir. Fizikselden sanala gecis hicbir sekilde
basit olmadig igin onlari nasil olusturacagimiz ve kiirat6rliigiinii yapacagimiz sorusu heniiz
cevaplanmadi. En 6zel alanlarimizi hangi ¢6ziiniirlitkte ve ne kadar ayrintiyla temsil edece-
giz? Yatak odasi, mutfak veya galigma odasinin oturma veya yemek odasindan daha kisisel,
samimi bir ortam saglamasi gibi, yarattigimiz sanal alanlarin da ince bir kontrol ve cephe ile
renklenecegini diigiiniiyoruz. Sana ortamlar tipki fiziksel evlerimiz gibi, segici temsil yoluyla
kendimizin idealize edilmis bir versiyonunu kiirat6rliigiinii yaparak, derinden 6zel bilgileri
yonetebilir veya gizleyebilirler. Fiziksel alan gibi kimliklerimizi tanimlamaya baglayacaklar
mi? Bu heniiz yaganmadi, ancak cevaplari 6grenmekten gok da uzak olmayabiliriz.
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mirroring the language used to define the physical world. Iconic in the design of early iP-
hones, the “home” button offered the ability to re-centre our screens, immediately providing
us the familiarity of neatly arranged widgets and reminders for upcoming dates in our calen-
dars as a “private” space. The “desktop” on home computers and laptops has always fulfilled
a similar role, and even with the apparent demise of the home button(6) the concept of a
curatable, controlled and home-like “home-screen” remains at the centre of our digital inter-
faces. Yet another spatial analogy, “chat-rooms” and “forums” were some of the first spaces
that existed on networked computer systems, allowing for social interaction and discussion.
These virtual spaces have quickly developed to parallel physical public space, but without the
requirement for physical proximity, and with the option to exit the space in a way which is
not possible in the same manner in physical space.

The way we engage with virtual space is shifting, maybe most obviously in games. Not
only are game interfaces moving from the flat screens of our T'Vs or phones, to augmented or
completely virtual realities, but metaverse-like games are growing in popularity. Games that
focus on social connection are already well established, with objectives to design and curate
spaces within virtual worlds. Launched in 2003, Second Life allows players to buy virtual plots
of land for their avatars to occupy. Still active nearly 20 years later, the game’s website invites
you to “live in a friendly neighbourhood (...) Perhaps you’ll become a landlord, or just host a
party for your friends”(7) Nintendo’s Animal Crossing: New Horizons is a more recent virtual
world based success story. The gameplay revolves around obtaining items for your world and
“home” within it, the player is a creator and curator of their own virtual “island”. Hailed as a
perfect form of escapism during the COVID-19 pandemic, with many of its fans “celebrating
its ability to provide comfort and social connection in a time of isolation and struggle”(8),
the game hints at the growing appeal of virtual space.

NFTs (Non-Fungible Tokens) were popularised in 2017 game CryptoKitties.(9) They
might seem like arbitrary items without any real purpose or value, but with the develop-
ment of a virtual world, the metaverse, their role is becoming clearer. Zuckerberg’s
metaverse is built around replicas of our physical spaces and the development of 3D scan-
ning apps for our phones allows for the digitisation of our immediate environments, ren-
dering them in virtual space. In a virtual home, NFTs might play a similar role to physical
items, representing identity and having social and cultural value. Virtual homes could be-
come extensions of our physical homes, further projections and realisations of our identi-
ties and curated as such.

The future of virtual-physical space

It might still seem inconceivable or far-fetched to imagine a society where we would exist
in a parallel virtual world to any meaningful extent, but a number of examples mentioned in
this article begin to indicate otherwise. If you are not already convinced: in the USA, two-
thirds of children aged between 9-12 play Roblox, a metaverse-like multiplayer online game;
tiktok, launched internationally in 2017, reached over one billion active users in September
2021(10); and in the last 7 days NFTs sold that are used in the metaverse game Decentraland
had a total value of $4.36 million.(11)

If we are moving towards Zuckerberg’s vision of the “metaverse”, centred around a vir-
tual replica of our own homes, first we must ask: Why do we choose to mimic aspects of
our physical spaces virtually? In a digital framework, potentially only limited by our imag-
inations, our virtual creations thus far have been remarkably similar to the physical world
we all know. This is quite a perplexing phenomenon, given the freedom and creativity the
virtual world can offer. The ambition to become a virtual landlord, or even to fly, seems a
meek choice in comparison to a reality which could completely reinvent physics, spatial
forms and connections.

Nevertheless, if the experience of the metaverse is to be based around our physical
world, our homes, as virtual spaces, will undoubtedly play an important role. The question
of how we will create and curate them is yet to be answered, as the transition from physical
to virtual is by no means simple. At what resolution and in how much detail will we repre-
sent our most private spaces? Just as how the bedroom, kitchen or study might provide a
more personal, intimate environment than the living or dining room, we suspect that the
virtual spaces we create will be tinted with a subtle control and facade. They may moderate
or obscure deeply private information, curating an idealised version of ourselves through
selective representation, just like our physical homes. Will they also begin to define our
identities, in the same way as physical space? This is yet to be seen, but we might not be so
far from finding out.
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“Is" adina

“emegin”’ otomasyonu:
Automation of “labour”
for the sake of “work’":
Ottonie von Roeder

Hannah Arendt, hayatta kalmak i¢in yapilanlara “emek”,
haz almak i¢in yapilanlara ig adin1 vererek bir ayrim yapar.
Ottonie von Roeder’le, emekten kurtulup ise zaman
ayirmak icin makinelesmeyi kullanmanin yollarini aradigi
Post-Labouratory adl1 projesi tizerine konustuk

Roportaj Interview: Liana Kuyumcuyan
Hannah Arendt explains the differentiation between labour,
as an act to survive, and work, as an act of joy. We talked with
Ottonie von Roeder on her project called Post-Labouratory,
that she searches for ways of using automation in order to
get rid of labour, and have time for work

OTTONIE VON ROEDER, 2018 VIYANA TASARIM HAFTASINDAN.

FOTOGRAF PHILIPP PODESSER, KOLLEKTIV FISCHKA, VIYANA TASARIM HAFTASI [ZNIYLE
OTTONIE VON ROEDER, IDRV MEETS POST-LABOURATORY, FROM VIENNA DESIGN WEEK 2018.
PHOTO PHILIPP PODESSER, KOLLEKTIV FISCHKA, COURTESY OF VIENNA DESIGN WEEK
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Derginin dijital teknolojiler ve tasarim temasi iizerine ¢alisirken, aklima hemen, 4.
Istanbul Tasarim Bienali’nde gordiigiim Post-Labouratory projen geldi. Bu projeyi ilk
defa 2017 yilinda Design Academy Eindhoven’da sunmustun. Bize ¢ikis noktandan ve
sonrasindaki arastirmalarindan bahsedebilir misin?

Insanlarin giinliik hayatlarinda yaptiklari seyler ¢ok ilgimi ¢ekiyor. Kendi ¢aligma-
lar1 hakkinda neler digiindiikleri tizerine diisiinmek beni her zaman heyecanlandiran
bir sey. Dolayisiyla, projeye 6ncelikle i, emek ve emegin gelecegi tizerine genel bir
aragtirma yaparak basladim. Buradan makinelesme konusuna vardim, sonrasinda ise
isin felsefesine ve emek ile is arasindaki ayrim konusunun derinliklerine daldim. Bu da
bana su soruyu sordurttu: Neden emek alanindaki otomasyonun veya teknolojik gelis-
melerin bityiik kismini kendimizi istihdam ve ticretli iggiiciinden 6zgiir kilmak i¢in
kullanmiyoruz?

11k caligmanda iig robot vards, bu robotlarin degindigi calisma alanlarini nasil sectin?
Bu da son derece sezgisel oldu. Calismalarim siiresince robotlar gelistirmeye basladim.
Alanlar belirlemek igin, kendi giindelik yagamimla ya da rutinlerimle hangi mesleklerin
kesistigine bakmaya bagladim. Ufak tefek stajlar yaptim: Once hastane, sonra kuafor sa-
lonlarina ziyaretlerim oldu. Bu konuda galigmak isteyen iig kisiyle tanigtim. Iste bu 6nem-
li bir noktaydi; yani bu projeye dahil olmak isteyen kisiler bulmak. Benim i¢in gegerli bir
neden daha vardy; ben bir tasarimci olarak bir yazilim degil, gozle goriilen, elle tutulan bir
sey yaratmak istiyordum. Ilk bakista anlagilmas: miimkiin bir sey olusturabilecegim bu iig
meslegi segmemin bir nedeninin de bu oldugunu diisiiniiyorum.

Bu teknik nesneleri inga etmeden 6nce bu konuda hig tecriiben var mrydi?

Ben tam bir diisiik teknoloji insaniyim. Bu robotlarin boyle gériitnmesinin bir nedeni de
bu. Bu projeye kadar bu tiir bir teknoloji ya da yazilim kullanmaktan kacinmay1 hep ba-
sarmistim. Ancak projenin ilerleyen sathalarinda artik zorundaydim. Arduino programla-
ma platformuna girmemi saglayan bir destek buldum ve robotlar1 mekanik olarak yaptim.
Bunlarin 6grenmesi hayli kolay seyler oldugunu gérmek ¢ok sasirticrydi. Bu konuda pra-
tik bilgi saglayan yayinlar izleyerek ve insanlardan yardim isteyerek kendi kendinize 6g-
renebiliyorsunuz.

Kol giiciine dayali emek isi projenin ana konusu, otomasyonun kiiltiirel ve sosyal
degisimi ne kadar hizl1 etkiledigini elestiriyorsun. Bu konu iizerine ¢alismaya bes yil
6nce basladigimi diisiinerek; dijitallesmeyle ilgili olarak giincel tasarim alanini nasil
buluyorsun?

Bana gore burada iki husus mevcut: Biri, tasarimda, 6zellikle grafik tasarim, web sayfasi
gelistirme ve ii¢ boyutlu modelleme s6z konusu oldugunda halihazirda otomatiklesmis cok
sayida is mevcut. Ikinci husus da su -ki, bu daha ¢ok tasarimin sanatsal kisminda gérdiigiim

While developing the magazine’s concept with the theme of digital technologies and
design, I directly remembered your project Post-Labouratory, which I saw at the 4th
Istanbul Design Biennale. You first developed the project at Design Academy Eind-
hoven in 2017. Can you tell us your starting point and further research?

I am very interested in what other people are doing in their everyday life. This is some-
thing that always thrills me to think about what they’re thinking about their own work. So
I started the project just on general research on work, labour, and the future of labour.
That’s how I reached the topic of automation, and then I dived more into philosophy and
the differentiation between labour and work. That brought me to my position to question:
Why don’t we use automation of labour and technological development in order to free
ourselves from employment or paid labour?

There were three robots in the beginning, how did you select the working fields?

That was also very intuitive. I started developing robots during my studies. To select the
fields, I started to look around which jobs crossed my daily life or my routines. So I started
with some very small internships; I visited the hospital and then the haircutter. I met
these three people that were also willing to collaborate, so that was also an important
point; to have actors that would like to be involved in this process. Another reason was
also for me: as a designer, I wanted to create something visible and tangible, not software.
I think that’s why I also chose these three professions where I could create something that
would be understandable from first sight.

Did you have experience before on building such technical objects?

I am a very low-tech person. That’s also one reason why these robots look the way they
look. Until this project, I always managed to avoid using such technology or software.
However, it was no longer unavoidable in the later stages. I found some support to get into
the Arduino and build the robots mechanically. It was very surprising to see that these
things are very easy to get into, and you can learn them by yourself by watching tutorials
and asking people for help.

Labour and work is the main topic of the project, and you criticize how rapid automa-
tion affected cultural and social change. It has been five years since you started working
on this topic; how do you see the current design field in relation to digitalization?

I think there are two points: One is that there are already many tasks in design that are
already automated, especially when it comes to graphic design, website development, and
the development of 3D models. Moreover, the second point is that I also see more in the
artistic part of the design - I have the feeling that artists and designers use more digital
tools for aesthetical concerns, like machine learning. It allows you to question our profes-
sion, position, and role in the world. I think the pandemic has a lot to do with it.
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OTTONIE VON ROEDER, POST-LABOURATORY, 4. ISTANBUL TASARIM BIENALI ICIN,2018
OTTONIE VON ROEDER, POST-LABOURATORY, FOR THE 4TH ISTANBUL DESIGN BIENNALE 2018

Neden emek alanindaki
otomasyonun veya teknolojik
gelismelerin biiytik kismini
kendimizi istihdam ve ticretli
isgiiciinden 6zgur kilmak
icin kullanmryoruz?

bir sey- sanatgcilar ve tasarimcilar, sézgelimi machine learning gibi dijital araglar1 daha ¢ok
estetik kaygilarla kullaniyorlar. Bu meslegimizi, konumumuzu, diinyadaki roliimiizii sorgu-
lamaya olanak veriyor. Pandeminin bununla ¢ok ilgisi oldugunu diigiiniiyorum.

Evet, pandeminin basinda pek ¢ok miize ve galeri online oldu. Bu gegis fiziki dene-
yimin ortadan kalkmasiyla sonuglandi. Ve tiim bu degisim sabitlendi. Peki 4. Istanbul
Tasarim Bienali’ne dénecek olursak, projeni bu etkinlik icin gelistirdin ve seriye bir
robot daha ekledin. Bana gore ¢ok ilging bir kiiltiirel detay1, ¢ay icme konusunu ele
aldin. istanbul icin bu konsepti nasil gelistirdin?

Istanbul’a 8n aragtirma icin sadece bir seyahat gerceklestirdim, bir sonraki seyahatte
robotu yapmaya koyulmugtum bile. Arastirma gezimde Istanbul’da zaman gegirdim, ihti-
yaca yonelik bir seyler ariyordum. Bir¢ok pazar yerini, farkli sokaklari, elektronik egya ve
alet edevat satan ditkkénlar1 dolagtim. Cok ilham vericiydi. Ve bu zaman zarfinda bol bol
cay i¢tim. Ne zaman biriyle bulugsam ya da mola versem ¢ay iciyorduk. Toplumsal emegin
otomasyonu nasil gériiniirdii, bunu merak ediyordum. Bence, ¢ay1 yapanlarin toplumsal
bir rolii var. Gergek anlamda cay tiretmenin, kol giiciiyle yapilan isinden daha farkli bir sey
bu. O mubhitte baglayici bir rol iistlenmis oluyorlar. Insanlari taniyor, o bdlgede bir nevi
giivenlik goérevlisi islevi goriiyorlar.

Calist1igin mekan erkek agirlikli bir ortamdi; béyle bir yerde calisirken neler goz-
lemledin?

Bunun hakkinda Istanbullularla pek ok konusmam oldu; bana siyasi bakis acisini da
anlattilar. Fakat ben siyasi meselelere odaklanmak istemedim; benim ana odak noktam
emekti. Cay1 hazirlayan kisiyle bire bir iliski kurma sansinizin daha yiiksek oldugu kiigiik
cay ocaklarinda daha g¢ok zaman gegirdim. Baglangigta asla yiizde yiiz rahat hissetmiyor-
dum. Cay ocaklarinda hep bir siirii erkek oturuyordu. Dis kisminda, sokakta da oturulabi-
len kiigiik gayevlerini tercih ettim.

Robota gelen tepkiler nasildi? Giinliik sohbetler iizerinde nasil bir etkisi oluyordu?
En bityiik engel benim Tiirk¢e bilmememdi, bunun benim i¢in bir sinir oldugunu hisset-
tim. Projeme Hollanda’da bagladigim zaman, en azindan biraz olsun Felemenkge bilmem
6nemli bir avantaj saglamisti, yani kimi zaman Ingilizce, kimi zaman da Felemenkge ko-
nusmak ¢ok daha kolay oluyordu. Emek ya da emegin gelecegi, tizerine konugulmasi hayli
sahsi bir konu oldugu icin Istanbul’da hep bir terciimana ihtiyacim oldu. Terciime ¢ok
iyiydi, ancak ayni enerjiyi vermedigini hissedebiliyordum. Projeniz i¢in aragtirma yapar-
ken insanlarla dogrudan konugsmaniz 6nemli diye diisiiniiyorum. Dolayisiyla benim icin
bir dil bariyeri vardi, bu ayn1 zamanda isi zorlu ve kamgilayici kilan bir seydi. Cay yapan
kisilerle yaptigim goriismelerde onlara robot hakkindaki fikirlerini sordum, fakat robo-
tun onlardaki kargiliginin nasil oldugundan hi¢ tamamen emin olamadim.

Teknolojideki hizli gelismeler giindelik hayat aliskanliklarimizi ve netice itibariyle
caligma tarzimizi sekillendiriyor. Dijital teknolojiler ve machine learning artik gelece-
ge iliskin bir spekiilasyon olmaktan ¢ikti. Siz kendinizi bir tasarimci olarak nasil ko-
numlandirtyorsunuz?

Insan igcilerin gelecegi hakkinda spekiilasyonlar her zaman vardir; ben ileride artik
iscilere ihtiya¢ olmayacagini diisiinmiiyorum. Makine gelistirmek yerine ¢ok diigitk bir
ticret karsilig1 o isi yapacak birini bulmanin daha kolay oldugu komplike isler her zaman
mevcut. Ancak bu ayni zamanda is¢i haklarina da dayaniyor, yani gézlemlerime gore, ne
zaman igci haklar yiikselise gecse, hep teknolojik gelismelerde bir ilerleme ortaya cikiyor.
Ciinkii belli bir noktadan sonra, iscilere yaptiklari is karsiliginda gergekten almalar: gere-
ken iicreti 6demektense yeni teknoloji gelistirmek daha ucuza mal oluyor. Bana goére
6nemli olan bunu bir tehdit olarak gormemek ve kiiresel bir toplum olarak, bunu kendi
yararimiza gore nasil kullanabilecegimizi diisiinmemiz gerekiyor. Nasil ¢alismak istiyo-
ruz? Ne tiir faaliyetler gerceklestirmek istiyoruz? Elbette bu toplumsal bir mesele, fakat
ayn1 zamanda bireysel de bir mesele. Ciinkii ben bunun ne sekilde ¢caligmak istediginize
veya ne yapmak istediginize bagli olarak ¢ok farkli goriinebilecegini diigiiniiyorum.

Why don’t we use automation
of labour and technological
development in order to free
ourselves from employment
or paid labour?

Yes, especially a lot of museums and galleries went online. This transition ends up
with the loss of tangible experiences. And pandemics are fastening all this change. So,
if we come to the 4th Istanbul Design Biennale, you developed your project for the
event and added another robot to your series. I think you tackled a very interesting
cultural delicacy, tea drinking. How did you develop this concept in Istanbul?
I just went on one research trip to Istanbul, and the next trip was already for building the
robot. I spent time in Istanbul on my research trip, and I looked into materiality. I visited
many markets, different streets, electronic and tool shops. That was very inspiring. I also
spend a lot of time drinking tea. We were drinking tea every time I met someone or for
taking a break. I was curious about what the automation of social labour could look like.
For me, the tea maker has a social role. From a societal point of view it is maybe even more
important than the actual manual labour of producing tea. They have a connecting role in
the neighborhood. They know the people and act as security guards in the area.

The place you worked was a highly male environment; what were your observations
while working in such a place?

There were many discussions with people from Istanbul about this; they also explained
to me the political aspect. But I did not want to focus on political issues; my main focus
was the labour aspect. I spent more time in smaller tea shops, where you can have more
one-to-one connections to the tea maker. I certainly didn’t feel a hundred percent com-
fortable at the beginning. Always a lot of men sitting in tea shops. I preferred small tea
shops where you could sit outside, on the street.

What were the reactions to the robot? How did it affect the daily conversations?

The main obstacle was that I didn’t speak Turkish, and I felt that this was a boundary for
me. When I first started my project in the Netherlands, a significant advantage for me was
that I spoke at least some Dutch, so it was much easier to communicate in English and, in
some cases, in Dutch. Because the discussion on labour or the future of labour is quite a
personal topic to discuss, in Istanbul, I always had help from a translator, which was great,
but I could feel that it’s not the same energy. I think it’s important to talk to people directly
when you do research for your project. So there was this language barrier, and for me, that
was also the reason why it was challenging. I interviewed the tea makers for their ideas about
the robot, but their reaction to it was never hundred percent clear to me.

The rapid development of technologies is shaping our everyday life habits, and
eventually, our way of working. Digital technologies and machine learning are not
speculations for the future anymore. How do you position yourself as a designer?

There are always speculations about the future of human workers; I don’t think that there
will be no need for workers anymore. There are always very complex tasks where it is easier
to find someone who is paid very little instead of developing a machine. But it also depends
on workers’ rights, so I think as soon as workers’ rights rise, there’s always a push in techno-
logical development. Because after a certain point, it becomes cheaper to develop new tech-
nology than to pay workers what they actually should get for the work they’re doing. What
is important for me is that we don’t see it as a threat, but we use it as an opportunity to ques-
tion ourselves as a global society; how we want to use this as humans for our own advantage.
How do we want to work? What kind of activities do we want to perform? Of course, this is
a societal question, but it’s also a personal question. Because I think this can look very differ-
ent depending on how you want to work and what you would like to do.

I’'m also curious about your research process about labour in general. In the end,
you were producing some robots, and labour itself is also like machine practice in
some cases. When working in a factory, these repetitive movements and human acts
start to seem like machine movements. Now we have started to think machines can
even do creative work. So I’m thinking when you were doing your research, how did
you combine the idea of labour, worker rights, politics, and digitization. What were
your findings when you were doing this research?
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Bence sanatgilar ve
tasarimcilar estetik kaygilarla
machine learning gibi daha
dijital araglar kullaniyorlar.
Bu meslegimizi, konumumuzu
ve diinyada tistlendigimiz rolii
sorgulamamiza olanak sagliyor.

I feel that artists and
designers use more digital
tools for aesthetical concerns,
like machine learning.

It allows you to question
our profession, position,
and role in the world.

Genel olarak emek iizerine yaptigin arastirma siirecini de merak ediyorum. Sonug
olarak birtakim robotlar imal ettin ve emegin kendisi de baz1 durumlarda makinele-
sebiliyor. Bir fabrikada calisirken tekrar eden insan hareketleri makine hareketlerine
benzemeye basliyor. Artik makinelerin yaratici isler de yapabilecegini gormeye basla-
dik. Benim de aklima aragtirmani yaparken emek fikrini ig¢i haklariyla, siyasetle ve
dijitallesmeyle nasil birlestirdigin sorusu geliyor. Bu arastirmayi yaparken ulastigin
bulgular neler oldu?

Literatiir aragtirmasi yaparken benim i¢in olduk¢a aydinlatici olan iki ¢ikis noktas:
oldu: Birincisi Hannah Arendt’in emek ve is arasinda yaptig1 ayrimdi. Arendt emegi dis-
tan gelen bir motivasyonla yapilan bir faaliyet olarak tanimlar, yani ger¢ekten yapmayi
istediginiz bir sey degil, biri sizden bunu yapmanizi bekledigi i¢in, ya da yasaminizi siir-
diirmek, gelir elde etmek amaciyla yaptiginiz seydir. Diger taraftan is, i¢ten gelen bir mo-
tivasyonla yapilan faaliyettir, yani gercekten yapmaktan zevk aldiginiz ya da yaraticilikla,
toplumsal bag kurmakla, zanaatkérlikla baglantisi olan bir seydir. Dolayisiyla benim so-
rum da su oldu: Otomasyondan, emekten kurtulup ise zaman ayirmak i¢in faydalansaydik
nasil olurdu? Bu benim ayn1 zamanda robot yaparken ve insanlarla bu konu iistiine konu-
surken farkina vardigim bir sey. Bence bu, “eglenceli olmayan” seklinde tanimlanabilecek
belirli faaliyetleri otomatiklestirmekle ilgili degil. Ben bunu daha ziyade bir faaliyetin et-
rafini saran kogullarla ilgili olarak anliyorum. Bir 6rnek vermek gerekirse; yaptigim ilk tig
robottan birini bir postaciyla beraber yapmistim. Bu kadinin yaptig1 isin belli yonlerinden
sahsen hoglandig ¢cok acikty; etrafta dolagmaktan, kendi muhitinde bulunmaktan ve in-
sanlarla tanigmaktan gergekten keyif aliyordu. Isi olmasa hayatinin nasil olacagini diisiin-
digiinde, yaglilara bakacagini ve onlarin képeklerini gezdirmeye ¢ikacagini hayal ediyor-
du. Gorildugi gibi, temelde yaptig1 sey isinin yerine hemen daha sosyal bir aktiviteyi
koymakti.

Bu ¢ok ilging bir bulgu. Simdilerde ilgilendigin projeler neler? Yakin gelecek i¢in
planlarin nedir?

Su anda iizerinde galistigim, Macaristan Ensitiisitniin Bilgisayar Bilimleri boliimiiyle
yuriittiigiim bir projem var. Eylil ayinda Macaristan’da gegirdigim residency (sanatgi
programi) sirasinda bagladi. Bagka robot kollari iireten bir robot kol yerlestirmesi tizerin-
de calistyoruz; projenin sanatsal bir bakis agis1 var. Amacim “Yaraticilik otomatiklestirilse
ne olurdu?” sorusunu tartigmak. Bir diger projem ise, kaynaklarin tiiketilmesini 6nlemek
icin bir strateji ve tasarim olarak ret iizerine. Iklim kriziyle ilgili olarak tasarim alanini
sorgulamak suretiyle ekonomik sistemimizi sorguluyorum.

There was one starting point which was quite enlightening for me during my literature
research: First was the differentiation Hannah Arendt makes between labour and work.
She describes labour as an activity that you do out of an extrinsic motivation, so it’s not
something you really want to do, but you do it because someone expects you to do it or you
do it for your income in order to survive. Work on the other hand, is an activity you do out
of an intrinsic motivation, so it’s something you really enjoy to do, or it’s connected to
creativity, or social connectedness, or craftsmanship... So, my question was, what if we
could use automation in order to get rid of labour and have time for work instead? That’s
also something I realized during the making of the robots, and the discussion with people.
For me it’s less about automating specific activities that can be described as “not fun” I
realize that it’s more about the conditions around an activity. Just to give an example; one
of the three first robots I made was with a post deliverer. For her it was very clear that she
personally likes certain aspects of her work; she really enjoys walking around, being in her
neighborhood and meeting people. So when she imagined what her life would look like
without employment, she imagined that she would take care of old people and would walk
with their dogs. So she basically just exchanged her employment and the connected ac-
tivities with something more social.

That is a very interesting finding. What are your current projects? What are your
plans for the near future?

One project I'm currently working on is with SZTAKI - The Hungarian Institute for
Computer Science and Control; it started with a residency I did there together with the
Goethe-Institut Budapest in September, and we’re working on an installation on a robot
arm creating new robot arms; it has an artistic point of view. I aim to discuss the question
of “what if creativity could be automated?”. And my other project is on refusal as a strategy
for design to prevent the extraction of resources. 'm questioning our economic system
and the design field regarding the climate crisis.

OTTONIE VON ROEDER, POST-LABOURATORY, FOTOGRAF PHOTO FEMKE RE] [JERMAN,
COURTESY OF DESIGN ACADEMY EINDHOVEN [ZNIYLE
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Yaratici ginsimlenn
odaginda bilgisayar
oyunlan ve Machinima
Computer games in focus
for creative enterprises
and Machinima

Yazi1 Text: Ahmet Rustem Ekici

Kullanicinin tiiketiciden iireticiye
dontismesindeki en iyi 6rneklerden olan
Machinima’'nin giiniimiizdeki yerine oyun,
film gibi farkli iiretim endiistrileri tizerinden
sahit oluyoruz. Ahmet Riistem Ekici, Machinima
kavramini tarihi eskilere dayanan “oyun” ve rolii
zamanla degisen “oyuncu” lizerinden yazdi

We witness the importance of Machinima,
which is one of the best examples of the user’s
transformation from consumer to producer
through different production industries such
as games and movies. Ahmet Riistem Ekici
wrote about the concept of Machinima based
on the historical “game” and the “player”
whose role changes over time

Machinima; oyun, oyun motorlari, kamera, mod, eklentiler yardimiyla oyunlarda
yer alan karakter, dekor, mekan, efekt ve ortam kullanilarak iiretilen kisa videolara
ve filmlere verilen bir isim. Makine ile sinema kelimelerinin birlesiminden ortaya
¢ikan bu kelime, beraberinde hizla biiyiliyen oyun sektoriiyle i¢ i¢e yeni bir sanat
iretme bi¢imi yaratiyor.

Oyun kelimesi, etimolojik kékeni itibariyle bizleri yazili tarih 6ncesi dénemlere
kadar gétiirebilir. Rekabet iceren, eglence diyebilecegimiz ve ritiiele de varan pra-
tiklerle bugiinlere ulagan nice oyunlardan bahsetmemiz miimkiin. Giiniimiizde ise
dijital oyunlarin artan kapasiteleri ile oklu oyuncu deneyimleri yasiyor, hatta tur-
nuvalar, fuarlar diizenliyoruz.

1950’lerde ilk bilgisayar oyunu 6rnekleri simdiki siireglerden farkli olarak ¢ogun-
lukla gercek hayatta yasadigimuz ¢esitli rekabet deneyimlerinin kopyasi olarak tasar-
laniyordu. Heniiz hayatimizin bir pargasi haline gelmemis simiilasyonlar, 1980’li
yillardan itibaren artik evlere girerek, artan oyun gesitliliginin katkilariyla hayatimu-
zin bir pargasina doniistii. Ancak bos zaman aktivitesi gibi tanimlanan ve algilanan
oynama siiregleri, oyuncu dedigimiz bireylere sadece tilketici goziiyle bakmamiza
neden olmustu. Oysa giderek gelisen oyunlarin kurgularinda sadece bir gorev ta-
mamlama veya rekabet unsuru degil, hikéye anlaticiligs ile deneyime odaklanan yeni
diller olusmaya bagladi. Bagka bir deyisle; video, bilgisayar, konsol oyunu olarak ¢e-
sitli adlandirmalarla karsimiza ¢ikan ve kontrolciisii oldugumuz deneyimler giderek
daha fazla anlat1 kurgusuyla bizleri hikdyenin bir parcasi haline getirdi.

Bunlarla beraber oyuncunun konumunun degisiminden de bahsetmek gerek.
Nitekim oyun motorlarinin gelismesi sayesinde tiiketici olarak algiladigimiz oyun-
cu, Once izleyici pozisyonundaydi. Sonra ise oyuna miidahaleleri ve oyun esnasinda
goriintilleri kaydetme yetenekleriyle beraber tiretici konumuna gegtiler.

Iste tam da bdyle bir perspeketif iizerinden Machinima ortaya ¢ikt1. Future Cine-
ma konugmalarinda ve yazilarinda Ron Burnett Machinima’y1; kullanicinin tiiketi-
ciden iireticiye donlismesindeki en iyi 6rneklerden biri olarak tanimliyor. Yani Ma-
chinima’lar oyunlarin basit titketim araglar1 ve bog zaman aktivitesi oldugu fikrini
alt tist eden bir yerde konumlaniyor.

Ote yandan, gergeginden neredeyse ayirt edemedigimiz goriintiilerin olusmasi
ile oyunlarin sinema ile olan iligkisi yadsinamaz hale geldi. Popiilerlesmis ve hatta
genis hayran kitlesi edinmis oyunlarin sinema filmlerinin ¢ekildigi, ya da gise re-
korlara imza atmug bir filmin oyununun piyasaya siiriildiigiine dair birgok 6rnek
bulabiliriz. Senaryo, karakter, kostiim, dekor, gorsel efektler, mekan, ses, prodiik-
siyon tasarimi gibi disiplinleri bir araya getiren oyunlarin tasarlanmast ile bir film
cekilmesi arasinda pek fark yoktur. Hideo Kojima tarafindan kurgulanmig Death
Stranding oyunu bu duruma verilecek en giiglii 6rneklerden biri olabilir. Kimi eles-
tirmenler tarafindan hal4 6vgii bahsedilen ve aym1 zamanda sinemanin Gtesine
uzanan bir oyun olarak tanimlandiginin da altini ¢izelim.

{lk Machinima 6rnegi ise United Ranger isimli klan tarafindan, 1996 yilinda Qua-
ke oyunu ile yapilmug, 1 dakika 36 saniyelik Diary of a Camper videosu ile ortaya ¢iki-
yor. Ardindan Halo oyunu ile yaratilan Red vs Blue, Machinima ismini bulan Hugh
Hancock & Anthony Bailey tarafindan olusturuluyor. Oyunlar, klanlar ve hayran
kiiltiirii ile izlenme say1s1 artan bu video serileri oyuncular1 kendi oyunlarinin mod
kisimlarini kullanarak birer ydnetmene, senarist veya yapimciya doniistiirerek coga-
lryor. 2005 yilinda geldigimizde Machinima tiretiminin bir aktivizm bi¢imine d6niis-
tiigiinii goririiz. Alex Chan The Movies simiilasyonunu kullanarak Fransiz Demokra-
sisi adl1 1rk catigmalarini isleyen bir Machinima hazirlar. Bu yapim, oyun filmlerinin
makro siyasete yaklagimlarina dair dnemli &rneklerdendir. Isyanlar1 kériikleyen
duygular1 aktarmaya ¢alisan bu film medyanin gesitli ayrimciliklara veya Fransa dev-
letinin siddet pratiklerine sessiz kalmasina kars1 bir durustur.

Machinima is a name given to short videos and movies produced that utilize char-
acters, decor, space, effects and environments of games with the help of games,
game engines, cameras, mods, plug-ins. This word, derived from the words ma-
chine and cinema, creates a new form of artistic production intertwined with the
rapidly growing game industry.

The word game can take us back to prehistoric times through its etymological
origin. It is possible to talk about many games that involve competition, which we
could call entertainment, and which have reached today through practices that are
ritualistic. Today, we experience multiplayer games and even organize tourna-
ments and fairs thanks to the increasing capacities of digital games.

In the 1950s, the first computer games were designed mostly as replicas of vari-
ous competitive experiences we had in real life, in contrast to today’s experiences.
Simulations, which had not yet become a part of our lives, entered our homes in the
1980s and became a part of our lives, contributing to growing diversity in games.
However, game processes, which were defined and perceived as leisure time activi-
ties, caused us to view individuals who were players as mere consumers. On the
other hand, new languages that focused on storytelling and experience, rather
than just a task completion or competitive element, began to emerge in the fictions
of rapidly developing games. In other words, experiences that we are the control-
lers of, which appear under various names as video, computer, console games, have
made us a part of the story with a growing component of narrative fiction.

Along with these elements, it is necessary to mention the shift in the player’s
position. In truth, the player we perceive as a consumer, thanks to the development
of game engines, was initially in the position of a spectator. Later on, they became
producers by intervening and recording footage during the game.

Machinima emerged precisely from such a perspective. In his Future Cinema
talks and writings on the Machinima, Ron Burnett defines it as one of the best ex-
amples of the user’s transformation from a consumer to a producer. In other words,
Machinimas are situated in a position that overturns the idea that games are simple
consumption tools and leisure activities.

On the other hand, with the creation of images that we could hardly distinguish
from the real, the relationship between games and cinema became undeniable. We
can find many examples of movies based on games that have become popular with
a large fan base or examples of blockbuster movies. There is not much difference
between designing games that bring together disciplines such as script, character,
costume, decor, visual effects, venue, sound, production design, and movie shoot-
ing. The Death Stranding game, designed by Hideo Kojima, could be one of the
strongest examples of this phenomenon. Let’s also underline that it is still praised
by some critics and is defined as a game that extends beyond cinema.

The first Machinima example appears with the 1-minute 36-second Diary of a
Camper video made by the United Ranger clan through the Quake game in 1996.
Red vs. Blue, which was then created with the Halo game, is made by Hugh Han-
cock & Anthony Bailey, who coined the name Machinima. These video series,
which are watched widely due to the cultures of games, clans and fans, multiply,
turning players into directors, screenwriters, or producers as they use the mod
parts of their own games. By 2005, we see that Machinima production has turned
into a form of activism. Using the simulation of The Movies, Alex Chan creates a
Machinima that deals with racial conflicts called French Democracy. This produc-
tion is one of the important examples of how game films approach macro politics.
This film, which tries to convey the emotions that fueled the riots, is a stance
against the media’s silence against various discriminations or the violent practices
of the French state.

I'm stranded now, Sam. Here on the shore of the Pacific.

HIDEO KOJIMA TARAFINDAN YARATILAN DEATH STRANDING OYUNU, 2019. KOJIMA YAPIMCILIK, WHALE DEATH VE AMELIE SAM SAHNESI
DEATH STRANDING GAME BY HIDEO KOJIMA, 2019. KOJIMA PRODUCTIONS, WHALE DEATH AND AMELIE SAM SCENE
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...giderek gelisen oyunlarin kurgularinda sadece bir gorev
tamamlama veya rekabet unsuru degil, hikaye anlaticiligi ile
deneyime odaklanan yeni diller olugsmaya baglad..

...new languages that focused on storytelling and experience,
rather than just a task completion or competitive element, began
to emerge in the fictions of rapidly developing games

Machinima olusturanlari bir araya getiren, film festivalleriyle milyonlarca izlen-
me, takipgi ve binlerce videoya sahip Youtube kanali Machinima, Warner Bros ta-
rafindan satin alind1. Giiniimiizde gesitli oyunlar ile Machinima tireterek miizik ya
da auf videolary, kisa filmler olusturulmaya devam ediliyor. Ridley Scott, Steven
Spielberg gibi yénetmenlerin Machinima tiretimleri, porno ve reklam endiistrileri-
nin Machinima’y1 birer iiretim vasitasi olarak kullanmalari bu pratik tiretim arag-
larinin yayginlagmasina dair 6nemli 6rneklerden. En ¢ok Machinima yaratilan
oyunlara geldigimizde §6yle bir liste yapabiliriz: Minecraft, The Sims, Second Life,
Battle Field, Halo, Quake, Fortnite, World of Warcraft.

Minecraft gibi aylik 100.000.00°dan fazla kullanicinin erigtigi oyunlarla tiretilmis
binlerce video ¢esitli paylasim platformlarinda sergilenmekte. Machinima olarak
iiretilmis sanat eserleri ise gesitli miizelerin koleksiyonlarinda yer almaktadur.

Angela Washko, Brody Condon, Brent Watanabe, Cory Arcangel, Phil Solomon
oyunlar1 kullanarak eserlerinde Machinima ile sik1 baglar kuran sanat¢ilardan.

Ozetle, giiniimiizde oyunlar gesitli niteliklere sahip olma 6zellikleri tasiyorlar.
Bir defa kendi iglerinde farkli tasarim dillerine sahipler. Diger taraftan Twitch,
Youtube, Facebook gibi sosyal medya kanallari iizerinde yayimlanarak izlenme de-
neyimleriyle oyuncuyu tireterek bir yaratici olarak konumlanma giiciine sahipler.

Twitch, Facebook gibi canli yayinda son derece donanimli araglarla, oyunlarini
canli yayinlayan oyuncular, ekonomi ve benzeri ¢esitli nedenlerle oyunlara ve oyun
konsollarina erisemeyen kitlelerin takip ettigi isimlere doniismekteler. Ayrica can-
L1 yayinlari sadece bir oyun yayinlama araci olarak degil, sohbet, forum ve rekabete
tagtyarak karakterler arasi gegisler sergilemekte ve mesajlar vermektedirler.

Deginilmesi gereken bagka bir mesele daha var. Mesaj kaygisi tagiyan kisa ani-
masyonlar: ve iiretimleri sanat eseri olarak gormek yanlis olmaz. Cetin Tiiker’in
2013 yilinda ele aldig1 Video Oyunlar: Bir Sanat Eseri Olabilir Mi? baglikli makale-
sinde ele alinan tiim hususlar, oyunlara ve verilerine nasil baktigimiz ve tanimladi-
gimuz ile sekillenir.(1) Sonug olarak oyunlar, kendinden dnceki tiim sanat dallarini
kapsayan ve onlarla multidisipliner aglar kuran gelisime acik kaynaklardan biridir.

The YouTube channel that brings together the creators of Machinima has mil-
lions of viewers, followers and includes thousands of videos through film festivals,
has been acquired by Warner Bros. Today, Machinima is produced by video games,
including music or riff videos and short films. Machinima productions of directors
such as Ridley Scott and Steven Spielberg and the porn and advertising industries’
use of Machinima as a production tool are important examples of the widespread
use of these practical production tools. In terms of the highest production of Ma-
chinima, we could make a list of games: Minecraft, The Sims, Second Life, Battle
Field, Halo, Quake, Fortnite, World of Warcrafft.

Thousands of videos produced with games such as Minecraft accessed by more
than 100,000,000 monthly users are shared across various platforms. The works of
art produced as Machinima are included in the collections of various museums.

Angela Washko, Brody Condon, Brent Watanabe, Cory Arcangel, Phil Solomon
are among the artists who establish close ties with Machinima in their works by
using games.

In summary, games today have a wide range of characteristics. For one thing,
they have unique design languages. On the other hand, they have the power to
position themselves as creators by producing the players through their experiences
as published on social media channels such as Twitch, YouTube, and Facebook.

With highly equipped tools such as Twitch and Facebook, the players who
broadcast their games live are becoming the names followed by the masses who
cannot access the games and game consoles for various reasons, including econom-
ic circumstances. In addition, live broadcasts are a means of broadcasting games
and show transitions between characters and give messages by bringing together
people to chat, create a forum, and compete.

There is another issue that should be included here. It would not be wrong to
consider short animations and productions concerned with giving messages as
works of art. Cetin Tiiker discussed these issues in his article, Could Video Games be
Works of Art? as they shape how we look at and define games and their data. (1) At

O halde Machinima ve oyunlarin gelecegine dair neler séyleyebiliriz?

Giiniimiizde kullandigimiz ¢ogu iletisim aracinin oyunlar gibi calistig: bir ger-
cek. Begeniler, paylagimlar, onlar1 sunug bi¢imlerimiz ve kargiligini almaya caligti-
gimiz sorumluluklar hayatlarimizin pargasi olmus durumda. Gergek zamanl gé-
rintii yaratan, hizli oyun motorlarinin sinema sektoriiyle yakin baglantilar
kurdugunu deneyimlemeye bagladik. Unreal Engine 5 tarafindan hazirlanan Mat-
rix serisinin son filmi i¢in olusturulmus deneyim alani, sinemanin gelecegine dair
en iyi ipuglarini veren 6rneklerden. Bu sanal evrende artik sadece Matrix filmini
izleyici olarak degil, yapimin karakterlerinden birine déniisiip eseri yonlendirme
giiciine sahibiz. Gergek sehir 6lgegi icerisinde binlerce etkilesimli ara¢ ve insanin
bulundugu bu sanal evrende kendi filmimizi olusturma ve hatta canli yayinlama
yetkisine sahibiz.

Ayni zamanda, yeni nesil ¢oklu evrenlere ve oyuncuya sahip oyunlarda, karakte-
re biiriinme, kilik degistirme, ortam/deneyim alani tasarlama gibi seceneklere sa-
hip olmamuz biiyiik 6l¢ekli tasarim firmalarinin da dikkatini ¢ekti.

Bu nedenle moda ve endiistri iirtinleri tasarimi firmalari bu oyunlarda iiriinleri
ile yerlerini almaya bagladilar.

Muzik endiistrisi i¢in de temeller atan oyunlarin baginda gelen Fortnite canli
konserleri ile milyonlarca oyuncuya ulagarak yeni bir miizik performans sahasi inga
etti. Fan kiltiiriiniin de etkisi ile pop yildizlarinin albiim, miizik videosu ve oyunlar
i¢in tasarlanmis goriiniimlerini birebir deneyimleme sansi bulduk. $Simdilerde ise
Super Mario gibi piksel goriiniimlii oyunlardan, gergeginden ayirt edemedigimiz
goriintiilere ulagtik ve ayn1 piksel ve gergekgilik soru ve sorularini su an metaverse
deneyim alanlarinin tasarimlari ile konugmamiz miimkiin. Sanal gergeklik gozlik-
leri ile var oldugumuz ortamdan kopabiliyor, yeni/farkli mekénlar ve bedenler de-
neyimleyerek, giderek daha kapsayici hale gelen kurgularla yeni gerceklikler yara-
tiyoruz. Yeni nesil stiiddyolarla artirilmig gerceklik araglari ve oyun motorlar: ile
tiretilmis atmosferler icerisinde video ¢ekimleri gergeklestiriyoruz.

Giiniimiize kadar 3B animasyon hazirlamak i¢in belirli bilgilere sahip olmak
gerekiyordu. 3B modelleme becerisi, nesneleri hareket ettirme, efektler gibi gesitli
uzmanliklar ile kisa bir animasyon i¢in ¢ogu zaman biiyiik kolektif is birliklerine
ihtiyag vardi. Ancak siirekli gelisen gorsellestirme yazilimlar tipk: oyunlarda ol-
dugu gibi bu becerilere sahip olmayan insanlar i¢in de hareketli goriintiiler olugtur-
ma segenegi sunuyor.

Sadece The Sims oyunu ile tiretilmis video festivallerinin varlig1 ve ¢izgi roman
biciminde de sunuldugu i¢in “Machinomics” kelimesini kazandirmig olmas1 oyun
ve beraberinde iretilenlerin varligini onurlandirma adina degerli. Machinima
mantig1 ile ¢alisan oyunlar, oyun motorlari, mimari ya da 3B gorsellestirme motor-
larinin kiitiiphanelerinde bulunan hazir bina, insan, hayvan, nesne modelleri ve
atmosfer yapilar1 kendi filminizi cekmeye olanaklar sagliyor. Sanatgilar, tasarimci-
lar ya da gorsel hikéye anlaticilar: i¢in daha verimli ve kullanigh hale gelen video
iretim sahalarinin kullaniminin yayginlagmasi, sanal kameralarla yeni tretim dil-
leri gelistirmesi, ¢esitliligin artmas1 adina olduk¢a degerli. Teknoloji devlerinin
oyun motorlarina, oyunlara milyonlarca dolarlik yatirimlari, gelecekte oyun ve
deneyimin ig ige olacaginin sinyallerini veriyor.

Yeni sanat formu olarak dijital oyunlar, yer¢ekimi gibi bazi klasik fizik kuralla-
rindan bagimsiz etkileyici gorseller, deneyimler ile gelismeye devam ediyor. Hizla
bityiiyen ve popiilerlesen NFT ler ve siireci yakalama diirtiisii ile NFT olusturma
kaygisi yagayan binlerce iiretici, Machinima ile baglayan estetik dil arayiglarinin ilk
adimlarini attilar.

Tasarim ve titketim araglarinin stirekli degisimlere katkisi ve buna ek olarak
yeni ekonominin kazanimlariyla beraber, oyunlar gelecekte ¢ok daha fazlasini sun-
ma yetisine sahip olacak.

(1) Tiiker, C. (2012) Video Oyunlar: Bir Sanat Formu Olabilir mi?, Istanbul. dijitaloyun.wordpress.
com/2013/06/20/video-oyunlari-bir-sanat-formu-olabilir-mi/

* Ek kaynak: Sevindik, E. (2018) Machinima, Istanbul Universitesi Sosyal Bilimler Enstitiisii Radyo
TV Sinema Anabilim Dal1 Yiiksek Lisans Tezi. academia.edu/36246482/Machinima

the end of the day, games are one of the open sources for development that covers all
previous branches of art and establishes multidisciplinary networks within them.

Then what could we say about Machinima and the future of games?

Most of the communication tools we use today function like games. Likes, shares,
the way we present them and the responsibilities we try to get in return have become
a part of our lives. We started to experience fast game engines that create real-time
images, which establish close links with the cinema industry. The experience area
created for the last movie of the Matrix series prepared by Unreal Engine 5 is one of
the best examples, giving clues about the future of cinema. In this virtual universe, we
have the power to direct the work by turning into one of the characters of the pro-
duction, not just as an audience member of the Matrix movie. We have the authority
to create our own movie and even broadcast it live in this virtual universe with thou-
sands of interactive vehicles and people on a real urban scale.

At the same time, the fact that we have options such as character impersonation,
disguise, environment/experience design in games with new generation multiverses
and players has also attracted the attention of large-scale design companies.

For this reason, fashion and industrial product design companies started to take
their place in these games with products.

Fortnite, which is one of the games that laid the foundations for the music in-
dustry, reached millions of players with its live concerts and built a new music per-
formance arena. With the influence of fan culture, we had the chance to personally
experience the looks of pop stars designed for albums, music videos, and games.
Nowadays, we have reached images that we cannot distinguish from the real ones
after pixel-looking games such as Super Mario, and it is possible to talk around the
same pixel and realism questions with the designs of the metaverse experience ar-
eas. With virtual reality glasses, we can break away from our environment, experi-
ence new/different spaces and bodies, and create new realities with increasingly
inclusive fictions. We shoot videos in atmospheres produced with augmented real-
ity tools and game engines with new generation studios.

Until recently, it was necessary to have access to specific knowledge to prepare
3D animation. With various specializations such as 3D modeling, moving objects,
effects, large collective collaborations were often needed for a short animation.
However, constantly evolving visualization software offers the option to create
motion pictures for people who do not have these skills, just like in games.

The existence of video festivals produced only with The Sims game and the fact
that the word “Machinomics” emerged because of presentations in the form of
comics is valuable in honoring the existence of the game and those produced with
it. Ready-made buildings, human, animal, object models and atmospheric struc-
tures in the libraries of games, game engines, architecture or 3D visualization en-
gines that work with the Machinimalogic provide opportunities to shoot your own
films. Widespread use of video production fields, which have become more effi-
cient and useful for artists, designers or visual storytellers, developing new produc-
tion languages with virtual cameras, and increasing diversity are very valuable.
Millions of dollars of investments made by technology giants in game engines and
games signal that games and experiences will be intertwined in the future.

As anew art form, digital games continue to be developed with impressive visuals
and experiences independent of some classical physics rules such as gravity. With the
rapidly growing and popular NFTs and the urge to catch up with the process, thou-
sands of manufacturers who were concerned about creating NFTs took the first steps
in their search for an aesthetic language that started with Machinima.

Games will have the ability to offer much more in the future, with the contribu-
tion of design and consumption tools to the constant changes, in addition to the
gains of the new economy.

(1) Tuker, C. (2012) Could Video Games be Works of Art?, Istanbul. dijitaloyun.wordpress.
com/2013/06/20/video-oyunlari-bir-sanat-formu-olabilir-mi/
* Additional resource: Sevindik, E. (2018) Machinima, Istanbul University Social Sciences Institute

Radio TV Cinema Faculty Master’s Thesis. academia.edu/36246482/Machinima
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