va
KURUKAHVECI
MEHMET EFENDI

X
Q
-

Q@
Q
O
©

3
=
—
©
@

T._

desigrunlimited

IZNiK VAKIF CINILERI

ISINVHIQ.LOY TIONOY INOXISHATON NIV TLNV.LS AAHVY SNYNX M1 ‘X STIX 8 IAVS 020C YVHVINT] ZVWNTILYS 11 V¥V YINV TWIAVA ¥19 VAAV I




ICINDEKILER
CONTENTS

ARAN PACHE

10 Nesnelesen gelenek 41 Dosya: Istanbul’un

20

27

50

iZNiK VAKIF GINILERI

Objectified tradition
Jan Christian Schulz

Akigkan hatlar,
muglak uclar:
Marginal Studio
Flowing lines,
ambiguous ends:
Marginal Studio
Ecem Arslanay

Az bilinen
hikayeleriyle Ersa
Ersa and its little
heard stories
Ecem Arslanay

Diyalog:
Tasarimda gelenek
Dialogue:
Tradition in design
Avsar Gurpinar

: Design Unlimited

Biitiin yazilarin sorumlulugu yazarlarina aittir.
ited

Yazi ve fotograflarin tiim haklar1 Unlimi
Publications’a aittir. Izinsiz alint1 yapilamaz.

® ® * Y1l Year: 4, Sayr Issue: 8
u n I m : Yilda iki kez yayimlanur. Para ile satilmaz.

t the content of submitted articles. All rights
‘))"'l““ . reserved by Unlimited. Quotations are not
* allowed without permission.

' Yayin sahibi Publisher: Galerist Sanat Galerisi A.S.
KURUKA HVECI . Megrutiyet Cad. 67/1 34420 Tepebasi,

MEHMET EFENDI|  © _o/o8w i

. Biannually published, 2 times a year. Distributed
;. free of charge. Authors are solely responsible for

62

68

: Genel yayinlar yonetmeni Editor in ch
: Merve Akar Akgiin
: merve@unlimitedrag.com

Proje ve reklam direktorii Project and

: advertising director: Hiilya Kizilirmak
: hulyakizilirmak@unlimitedrag.com

: Dijital reklam direktérii Digital
: advertising director: Aydin Kizilirmak
. aydin@unlimitedrag.com

Tasarim Design: Vahit Tuna

: Tasarim ve uygulama Design and
: application: Ulag Ugur

geleneksel tireticileri
Dossier: Traditional
artisans of Istanbul
Nur Horsanal

Gorsel kimligin
gelenegi

Tradition of

visual identity
Liana Kuyumcwyan

Kesigen paraleller
Crossing parallels
Amandine David

Bir “iiretim arac1”
olarak gelenek
Tradition as

a “making tool”
Liana Kuyumcwyan

ief : Design Unlimited :  lletisim adresi Communication address
. DPassage Petit-Champs
:  Yaziisleri miidiirii Executive editor :  Megrutiyet Cad. No: 67 Kat: 1
. Liana Kuyumcuyan :  Beyoglu, Istanbul, Turkey
. Katkida bulunanlar Contributors :  E-mail: info@unlimitedrag.com
:  Ali Cindoruk, Amandine David, :
:  Ashihan Demirtag, Avsar Giirpinar, Instagram: designunlimitedturkey
¢ Biirkan Ozkan, Cansu Ciirgen, :
:  Ecem Arslanay, Jan Christian Schulz, : Web: www.unlimitedrag.com
: Jurgen ten Hoeve, Nur Horsanal,
. Tugge Akbulut, Zeno Franchini ! Baski Prins: Saner Matbaacilik
: . Litrosyolu 2. Matbaacilar Sitesi 2BC3/4
Ceviri Translation :  Topkapi- Istanbul, Turkey
:  Ayse Draz Orhon, Nicolas i (+90)-0-212 6741051

:  T.Jakubiak, Merve Unsal . info@sanermatbaacilik.com

GGeneve

=

Coadl Swantia

L
&
<.
o -
Z3
"\’-
=
)
+
3
3

carandache.com / tektasart.com

. | SWISS MADE




Edito

Liana Kuyumcuyan

Gelenek (tradition), Latincedeki tradere; iletmek, devretmek, koruma altina al-
mak anlamindaki kelimeden gelir. Gelenek, insanligin kiiltiir olarak adlandirdi-
g1 olgunun temelidir ve hareketlerimizi, aligkanliklarimizi, dogru olarak kabul
ettiklerimizi ve hatta kararlarimiz: sekillendirir. Giindelik hayattaki aligkanlik-
larimizin tekrarindan dogar. Sosyal normlar gibi kabuller i¢giidiisel olarak biz-
dedir, 6grenilir ve ¢ogaltilir. Kiiltiiriimiizii olugturan inanglarimizin, ideolojimi-
zin ve ger¢eklerimizin temelidir.

Bu tekrarlanan, icinde tiim tarihi ve deneyimi tagityan ve aslinda anlami son derece
agir olan gelenek, basit ve tek bir kelime olarak bize sunuluyor. Her pratigi, kisiyi ve
kelimeyi basitlegtirmeye ve kategorilere ayirmaya ¢ok alistik. Bu tutum, “seyler”in
gergek karakterlerini kagirmamiza neden oluyor. Ayrica bu “seyler”in anlamlarina
sadece bugiinden baktigimizda da ayni sorunla karsi karsiya kaliyoruz.

Gelenek kelimesini sadece bugiinden bakarak anlayabilir miyiz? Bugiiniin
ekonomisine ve toplumuna odaklandigimizda gelenegi koruyabilir miyiz? Ge-
lenek, bugiiniin ihtiyaglarini karsilayabilir mi?

Bugiinden gelenege baktigimizda anlaminin biyiik bir bolimunii gdrmezden
geliyoruz. Ciinkii gelenek; dinleme, 6grenme, hatirlama, tekrarlama ve paylas-
ma yoluyla, zamanla geligir. Peki bu eylemlere bugiiniin tasarimcisinin pers-
pektifinden bakarsak: Bir tasarimci tekrar edebilir mi? Bugiiniin tasarimcisi
cevresini dinlemek ve gézlemlemek, tek bir ayrintiyla derinlemesine etkilegim
kurmak, ¢cogaltmak ve daha sonra onu yapmanin yeni yollarini 6nermek i¢in
yeterli zamana sahip mi?

Bugiin bir tasarimci olarak kendime baktigimda, kendimi zamanin hizli aki-
st icinde buluyorum. Bir tasarimci olarak, belki de artik zanaatkarlarla zaman
gecirmek icin yeterli zamanim yok. Belki de ¢alisma yollarini gézlemlemek ve
ustalastiklar1 ayrintilarini tasarim perspektifime gore degistirmeye ¢aligmak ar-
tik etik degil. Gozlemlemek ve sonrasinda degistirmek etik mi? Gézlemlerim-
den elde ettigim bu bilgiyi, kendi bakig agimla kirip dokmeden iletebilir miyim?
Yoksa onu ¢agdas teknolojilere ve iiretim yontemlerine adapte edebilmek i¢in
parcalayip tekrar yapistirmam uygun mu? Gelenegin bugiiniin diinyasinda ha-
yatta kalabilmek i¢in benim yardimima ihtiyaci var m1? Nesne, makine tarafin-
dan degil de insan eliyle iiretildiginde nasil bir anlam tasir? Bu benim i¢in bir
sey ifade ediyor mu? Bunun anlamini hangi durumda umursuyorum ve hangi
durumda umursamiyorum?

Bu sayl, tasarim pratiklerinde gelenege farkli sekillerde yer veren tasarimcilarin
makalelerine ve réportajlarina yer veriyor. Bazilari geleneksel malzemeler, bazilari
geleneksel iiretim teknikleri kullanarak, bazilar1 gelenegin kiltiirel yoniine agirhik
vererek, bazilariysa teknolojiyle birlestirerek anlamlandiriyor. Sahsen, bu konuya
elestirel bir sekilde bakiyorum ve yazida sik¢a kullandigim soru isaretlerini agik
birakarak bu metni sonlandirtyorum. Belki gelenek gibi bir kavram, algilamanin,
anlamanin ve i¢sellestirmenin tek bir yolunu bulmaktan fazlasidir.
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The word “tradition” derives from the Latin, tradere, which means to transmit,
to handover, to give for safekeeping. Tradition is the base of human culture and
grows out of our movements, habits, things we accept as “right to do”, even our
decisions... It is the repetition of things from daily life, things that we have in-
stinctively such as social norms, that we learn and reproduce. It is the base of our
beliefs, ideologies, truths that create our culture.

This repeated knowledge comes to our hands with one simple word; tradition,
which is an extremely heavy word that carries all the history and life experience
inside. We are so used to simplify and categorize every practice, person, or word
that we start to miss many aspects of them. This attitude causes us to miss the real
characters of things, while we only focus on their meaning by standing on today.

Can we understand the word tradition by standing on today? Can we protect
tradition when we just focus on today’s economy and society? Does tradition
correspond to our needs, today’s needs?

We miss a lot of parts of tradition when we look at it just from today’s perspec-
tive. Because tradition evolves through listening, learning, remembering, repeat-
ing and sharing over the time. When we look at these actions from the perspec-
tive of a designer; can a designer repeat? Does today’s designer have enough time
to listen and observe their surroundings, to engage deeply with only one detail,
to reproduce, and then to propose new ways of making it?

When I stand on today as a designer, I feel deeply influenced by today’s pace
of time. As a designer, maybe I don’t have enough time anymore to spend time
with craftsmen, maybe it’s not even appropriate to observe their way of working
and try to change their mastered details according to my design perspective. Is it
okay to observe, and then change? Am I capable of transmitting this knowledge
gained by my observations through my perspective without breaking it down?
Or is it okay to break it down and glue it together again to make it fit to contem-
porary technologies and production methods?

Does tradition need my help to survive in today’s world? What does an object
mean when it’s crafted by a hand, but not by a machine? Does this mean some-
thing to me? When do I care, and when I don’t?

This issue collects the articles and interviews of designers who give tradition
on their design practice in different ways. Some use traditional materials, some
use traditional production techniques, some use their cultural aspect, some com-
bine it with technology. Personally, I look at this topic in a critical way and final-
ize this text by leaving the question marks open. Maybe a concept like tradition
is too valuable to have only one way to perceive, to understand and to internalize.

DESIGN PORTRAIT.

B&B Atoll, seat system designed by Antonio Citterio. www.bebitalia.com
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B&aB ltalia Stores:

Ortakdy Dereboyu Cad. No: 78 34347 Istanbul - T. +90 212 327 05 95 - F. +90 212 327 05 97
Cinnah Cad. No: 66/1 Gankaya/Ankara - T. + 90 312 440 06 10 - F. +90 312 440 05 94
www.mozaikdesign.com - info@mozaikdesign.com
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Sakip Sabanci Muzesi
Koleksiyonlan ile
elenekten gelecege

Sakip Sabanci, 1970’lerin ortalarindan itibaren satin almaya
basladigi Osmanli ve Cumhuriyet dénemi Tiirk ve Avrupali res-
samlarinin yagliboya tablolarini, Avrupa ve Cin porselenlerini,
degerli dekoratif objeleri babasindan kalan antika egyalara ekle-
yerek 6zel bir sanat koleksiyonu olusturmaya baglamigti. Sultan
II. Mahmud’un yazmis oldugu bir levhay: satin aldiktan sonra ,
unlii hattatlarin husnithat 6rnekleri, ve Kuran niishalari basta ol-
mak lizere sanatli elyazmalar1 toplamak da ilgi alanlar1 arasina
girdi. Koleksiyon 1980’lerde satin alinan 6zel kitaplarla zengin-
lesti. Eserler Sabanci ailesinin yagadigi Atli K6ésk’lin alt ve iist kat
salonlarinin duvarlarini siisledi, vitrinlere yerlestirilerek sergilen-
di. Koleksiyonun 1998’den itibaren yurtdisindaki New York, The
Metropolitan Museum of Arts; Los Angeles Country Museum of
Art; Harvard University Art Museums; Paris, Musée Louvre; Ber-
lin, Deutsche Guggenheim Museum ve Kéln, Museum fiir An-
gewantde Kunst miizelerinde sergilenmeye baglamasi ve biiyiik
ilgi gormesi, Sakip Sabanci ile ailesinin koleksiyonu gelistirme
ve miize olugturma fikrini giiclendirdi ve Sabanci Ailesi’nin 6nce
yazlik konut olarak kullandigi, daha sonra ise Sakip Sabancr'nin
daimi konutuna déniisen tarihi Atli K6sk, gerekli degisim ve ek
bina insaat1 sonrasi, 2002°’de Miize’ye doniistirildii.

Miizenin Kitap Sanatlar1 ve Hat Koleksiyonu, 14. yiizyil sonla-
rindan 20. ylizyila kadar uzanan siirede hazirlanmis Kuran-1 Kerim
nushalari ve dua kitaplari, Osmanl: hattatlarinin farkls hat karak-
terleriyle yazdig: ayetler, hadisler, giizel sozler i¢eren kit’alar, mu-
rakkalar ve levhalar, Osmanli sultanlarinin tugralarini tagtyan, ba-
zilar1 zengin tezhipli resmi belgeler ve hattatlarin kullandiklari yazi
araglarindan olusur. Atl Késk’tin yeni alimlar ve degerli bagislarla
zenginlesen bu koleksiyonunun yer aldig: uist kat salonlari, miize-
nin kurulusunun 10. yil1 olan 2012°de tiimiiyle degistirilerek ¢cagdas
bir sergileme diizenine kavugstu. Teknolojinin olanaklarindan fay-
dalanarak sergilemeyi, yenilikgi bir tavirla geng kusaklara bu koklii
sanatla ilgili bilgi aktarimi yapmay1 amaglayan yeni sergi diizeninin
hazirliklar sirasinda miize koleksiyonlar: i¢in bir ilk daha yasan-
di. Cagdas sanatcilarin giizel yazi sanatindan esinlenerek yarattigi
6zgin tasarimlar, ge¢misin geleneksel sanatlarini bugiine tagimak
amacityla miize koleksiyonundaki yerlerini almaya bagladi. Kut-
lug Ataman’in hiisnithat sanatinin miistesna 6rneklerini olugturan
“miisenna” veya “aynali” dedigimiz simetrik yazi kompozisyonlari-
ni1 ¢agdasg bir yorumla hatirlattigi videolari, koleksiyonun giiniimiiz
sanatityla baglantisini saglad..

Yeni sergi tasarimi gergevesinde, elyazmasi kitaplarin yaratim
siirecinin her adimini gézler 6niine seren belgesel filmler de ser-
gilemeye katildi. Sakip Sabanci Miizesi bu filmleri Mimar Sinan
Giizel Sanatlar Universitesi'nin Geleneksel Tiirk Sanatlar1 Bo-
lumi'niin isbirligiyle gerceklestirdi. Boylece ilk kez, tiim siireci
anlatan belgesel nitelikli filmler yaratilip akademik diinyaya da
sunuldu. Bu sergi tasariminin miizecilik diinyasina getirdigi en
biiyiik yeniliklerden biri de, sergi salonlarinin temalarina uygun
segilmis, Islam resim sanatindan &rneklerin augmented reality
(arttirlmis gergeklik) yontemiyle animasyon haline getirilmesi
oldu. Teknolojik destekli bu yeni uygulamalar ile genclerinin ilgi-
sinin ¢ekilmesi amaglandi.

Yirminci yilina yaklagan Sakip Sabanci Miizesi, Tiirk ve Islam
sanatlarindan hiisnithat, tezhip, cilt ve tasvir 6rneklerini, Sabanci
Universitesi'nin gatis1 altinda, akademik bir bakig agis1 ve ¢agdas
miizecilik anlayisiyla sergileyerek bu geleneksel sanatlar1 genig
kitlelere ulastirmay: arzuluyor.

Sakip Sabanci Miizesinin diger bir gii¢lii koleksiyonu olan
Resim Koleksiyonu, Sakip Sabancrnin Tiirk resminin belli bir
doneme iligkin belirgin merak ve ilgiyle olusturdugu bir kisisel
koleksiyon olmasinin Gtesinde, iilkemiz topraklarinda resim sa-
natinin gelisip serpilmesi siirecinin baglangic evresine dair 6nem-
li ipuglari veren bir kiltiirel birikimdir. Bu y6niiyle Mize’nin Ki-
tap Sanatlar1 ve Hat Koleksiyonu'nun tarihsel siirecteki devami
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More than representing a personal interest in a specific pe-
riod of Turkish painting, the SSM Painting Collection, another
prominent selection of works by the Museum, is a cultural heri-
tage that reveals the European-influenced development of the
art of painting in Turkey. This collection reflects the evolution of
visual representation in Turkish art, the ways in which concep-
tions of art and artists changed over time, and the modernization
process informing the transition
from the Late Imperial to the
Early Republican periods. When
considered in this context, the
paintings collection can be seen
as an extension of the Museum’s
Arts of the Book and Calligraphy
Collection.

The SSM Painting Collection
consists of works dating back to
the period from the mid-18th
century to the end of the 20th
century in accordance with the
history of the development of
Turkish painting, and has been
enriched with significant acqui-
sitions and donations since the
Museum’s opening in 2002. Such
inclusions in the collection have
made it possible to better repre-
sent the work of the post-1950
generation in the Turkish art
scene. The scope and comprehen-
siveness of the collection are such
as to make it an important re-
source for those wishing to study
and analyze both the roots and development of contemporary
Turkish art. In that respect, the SSM Painting Collection is in
the position to make significant contributions to our knowledge
about works housed in our national museums.

The only way to keep any collection of art alive is to continue
developing it through coherent policies that admit new works
consistent with the collection’s own logic. In keeping with this
principle, the SSM collections are open to the work of new gen-
erations of artists even as it remains faithful to the works of the
great masters of the past, an approach that also informs the tem-
porary exhibitions it holds. The Museum made an inspirational
addition to its Collection of Furniture and Decorative Arts with
the acquisition of porcelain vases by Ai Weiwei, the Chinese art-
ist who adapts his homeland’s tradition of porcelain to contem-
porary art and whose retrospective was held at SSM recently.

In response to the growing influence of contemporary art
particularly among the young generations in recent years, SSM
started including contemporary artworks in its collections in ad-
dition to holding temporary exhibitions of the prominent artists
of the period, such as Sophie Calle, Anish Kapoor, Ai Weiwei and
Marina Abramovid.

Please follow Sakip Sabanci Museum on Google Arts

& Culture, YouTube, as well as our platform digitalSSM
to explore Sakip Sabanci Museum’s digital world and
its collections. You can also take a virtual tour of the
Museum with Google’s 360° street view technology

on Google Arts & Culture.

KAHVE SANATI

Kuruldugu 1871 yilindan bu yana kahve yapimina
bir sanat gibi yaklagmis olan Kurukahveci Mehmet Efendi,
logosundan magaza mimarisine kadar hep usta sanatcilarla caligmas,
yeni kahve fincanlarinda da bu yaklagimini devam ettirmistir.
Usta sanatcilarin ellerinden ¢ikan kahve fincanlarini
Eminonii'nde agilan yeni magazamizda bulabilirsiniz.

www.mehmetefendi.com
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Nesnele§en THE ART OF COFFEE

Alman tasarimci Jan Christian "
Schulz projesi Moorwerk* J
lizerinden yola ¢ikarak, e
Kuzey Almanya’nin bozkir 4 m
kiltiriini temsil eden yeni u
malzemeler, geleneksel \ |
zanaat ve modern tasarimin
kesigimi tizerine yazdi

Yazi Text: Jan Christian Schulz

German designer Jan Christian
Schulz wrote about his

project called Moorwerk?*, that
represents the tradition of
Northern German moorland
culture by bringing together a
new material, old craftsmanship
and modern design Here at Kurukahveci Mehmet Efendi, we’ve been taking an artisanal approach to

all matters coftee ever since we first opened our doors in 1871.
So it’s only natural that we should also work with fellow artists and craftsmen on

such things as store design, logo, and livery.
Our latest line of cups and saucers is a reflection of this venerable tradition.
Designed and produced by maestros for aficionados, you can find our new
demitasse sets at our newly-opened store in Eminénii.
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Gelenek. Uzeri biraz tozlu, ayn1 zamanda canli, simdi ve muhtemelen sonsuza dek
agir olmaya devam edecek bir terim mi? Biyiisii kutsalliginin icinde mi ya da onu
doniistiirmek, ona bir sekil vermek miimkiin mii?

Bu sorulara yanit arayigi, 17. ylizyila kadar misafirperver olmamasi nedeniyle ka-
cinilan bir yer olan Kuzey Alman kiiltiir ve gelenegine bakilarak bagladi. O ana ka-
dar Kuzey Almanya bir ritiiel ve ibadet yeri, bagka bir diinyaya a¢ilan portal olarak
goriiliiyordu; bir bozkirdi.

Bir zamanlar bu vahgi ve ¢orak batakliklar: biiyiik 6l¢ekte islenebilir kilan bozkir
kolonistleri, cogunlukla doga unsurlarina meydan okuyan yoksul ¢ift¢ilerdi. Kiiltiir-
lerinin evrimi, ¢evrelerindeki mevcut kaynaklar tarafindan sekillendi.

Hayatlari, ailelerini beslemek icin siirdiikleri besin degeri diisiik bozkir toprak-
larini islemek iizerine kuruluydu. Binlerce yil boyunca dogada ¢oziinen bitkiler
ve yosunlarin olusturdugu, siyah-kahverengi topragin hayli zor fiziksel kosullarda
kazilarak ¢ikarilan, kurutulan ve daha sonra 1sinmak i¢in kullanilan turba, dések-
lerde ve yastiklarda dolgu malzemesi olarak da kullaniliyordu. Bozkir ayni zaman-
da bagka bir malzeme daha iiretmisti; bozkir meselerinin de bu toprakla ortak bir
hikayesi vardi.

Eger bir mese agaci, ormanlik bir alan yerine besin degeri diisiik bir toprak olan
bozkira diiserse oksijensiz kosullarda korunur. Zamanla bu yavas siirecin sonunda
megenin odunu, bozkirin asitli topragiyla etkilesim igerisinde derin siyah bir renge
biiriiniir. Bozkir megesinin inanilmaz bir direnci ve dayanikliligi oldugu sylenir. Bu
eski siyah odun, arazinin bir sembolii, yasama kosullarinin, kiiltiirel mirasin ve belki
de gelenegin yok olamazliginin da sembolii. Bu ylizden bugiinki varligindan bahset-
mek i¢in bozkir kolonistlerinin hikayesini anlatmak dogru bir aragtir.

Yasadigim sehrin etrafini ¢evreleyen doga, malzeme ve bozkir ¢amuru, mese
odunu gibi malzemeleri arastirmak i¢in bana alan agt1. Camurun dogal olarak bél-
geye 6zgii islenisi sonucunda bozkir megesi siireci hizlandirilarak birkag saate in-
dirgenebiliyordu. Paleontologlarin yaptig1 radyografik floresan dl¢limlerine gore
orijinal bozkir mesesi odunuyla islenmis mese odununun ayni1 6zelliklere sahip
oldugu goériildii.

Bozkir malzemesinin geleneksel ve uzun hikéyesini yeni bir bi¢im kullanarak an-
latmak gerekiyordu. Hemen hemen unutulmus olan bir miras ve giiniimiiz arasin-
da araci olabilecek bir sekilde bi¢cimlendirilmis bir formla. Bolgeyi arastiran birinin
dikkat ¢ekmesiyle bozkir ¢ift¢ilerinin mobilyalarini inceledim. Genel olarak kirsal
alanda yasayanlarin kisitli imkénlarla az sayida esyaya sahip olmasi, bu egyalarin
¢ogu zaman elden geldigince iyi kosullarda tutularak defalarca tamir edilip kusak-
tan kusaga gecirilmesi demekti. Béylece bu gelenek insanlarin hayatlarini nasil yaga-
diklarinin, kiiltiirel belleklerinin ve kimliklerinin birer parcas: haline geldi.

Gelenek. Bu agir terim inanilmaz
bir dinamige sahiptir. Belki de
gelenegin siiri, maddi olmayan

cekirdeginde, siireklilik ruhuyla
cevrelenmis zamansizliginda yatar.

Sonsuz olan, ancak dig goriintisii
degisebilen, yeni konturlar alan

ve nesnellegtirilen bir 6zdiir.

T

KAHVE SANATI
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Kuruldugu 1871 yilindan bu yana kahve yapimina
bir sanat gibi yaklagmig olan Kurukahveci Mehmet Efendi,
logosundan magaza mimarisine kadar hep usta sanatcilarla caligmasg,
yeni kahve fincanlarinda da bu yaklagimini devam ettirmistir.
Usta sanatcilarin ellerinden ¢ikan kahve fincanlarini
Eminoniinde agilan yeni magazamizda bulabilirsiniz.

www.mehmetefendi.com
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Tradition. A ponderous term with a little dust on it, but at the same time alive - in
current times and probably forever? Does its magic lie in its sanctity or is it possible,
even allowed, to transform it - to give it a shape?

The search for answers began with the Northern German culture and its tradition
-at a place that was widely avoided up to the 17th century due to its inhospitality.
Until then it was perceived as a place of ritual and worship, as a portal to another
world: the moor.

The moor colonists, who once cultivated these wild and barren marshlands on a
large scale, were mainly poor farmers who defied the elements of nature. The evolu-
tion of their culture was shaped by available resources in the environment.

Their life depended predominantly on feeding their families by tilling the nut-
rient-poor turf soils of their moorlands. Turf, the black-brown soil formed over
thousands of years by the decomposition of plants and mosses, was cut out of the
damp earth with hard physical labor, dried and used as heating material. It was sold
and even turned it into mattresses or stuffed pillows. Over thousands of years, the
moor also formed another material - the moor oaks, which share a long origin his-
tory with the turf.

If an oak tree, which previously was part of the forest vegetation, falls into the
nutrient-poor moor, it gets conserved under the exclusion of oxygen. Over time, a
slow process takes place in which the wood of the oak reacts with the acidic mud of
the moor and gives it a deep black color. The moor oak is said to have extraordinary
resistance and durability. This ancient deep black wood - a symbol of the landscape,
the living conditions, the imperishability of the cultural heritage and perhaps also a
symbol of the imperishability inherent in a tradition - seemed suitable for telling the
story of the moor colonists and transporting it into the present.

The surrounding nature of my hometown offered space for research into materials
and for experimenting with moor mud and oak wood. Through a specific, natural
treatment of the mud, it was possible to accelerate the process of moor oak formati-
on and to lower the period to only a few hours. The radiographic fluorescence mea-
surements of a paleontologist finally confirmed the occurrence of the same element
contents in the original moor oak wood and the refined oak wood.

It was time to tell the long traditional story of the moor material in a new form - in
a shaped form, a medium between the almost forgotten heritage and our times. The
advice of a regional researcher drew attention to the furniture of the moor farmers.
In general, the furnishings in the homes of people living in the countryside were very
sparse with limited personal possessions. The belongings were maintained as best
they could be repaired again and again and passed on as long as possible - part of the
tradition that became a mirror of these people and their lives, their cultural memory
and part of their identity.

The local heritage in the marshlands was mainly borne by farmer families. The
reason for this was the spatial immobility of these people, which often forced them
to remain in the same place for generations, becoming a cultural constant.

.

Tradition. This ponderous
term can possess an incredible
dynamic. Perhaps, the poetry

of tradition lies in its immaterial
core, in its timelessness enclosed
by the spirit of constancy.

- THE ART OF COFFEE

Here at Kurukahveci Mehmet Efendi, we've been taking an artisanal approach to
all matters coffee ever since we first opened our doors in 1871.
So it’s only natural that we should also work with fellow artists and craftsmen on
such things as store design, logo, and livery.
Our latest line of cups and saucers is a reflection of this venerable tradition.
Designed and produced by maestros for aficionados, you can find our new
demitasse sets at our newly-opened store in Eminénii.

www.mehmetefendi.com
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makale article

Sazlik alanlarda yerel kiiltiir ¢iftci ailelere aittir. Bunun nedeni de bu insanlarin
mekdénsal olarak hareket edememesinden dolayidir; ayni yerde kusaklar boyunca
kaliyor olmak demek kiiltiirel anlamda bir sabit deger olmasi demeketir.

Sahip olduklar: birka¢ par¢a mobilya, satafatli i¢ mekénlarin zenginlikle iligki-
lendiriliyor oldugu bir dénemde o esyalarin sahiplerinin sebatlar1 ve tevazular1 hak-
kinda ipuglari verir. Zamaninda topragin 6zellikleri, kendilerine dair 6z algilarini ve
bagkalarinin algilarini yansitiyordu; bozkir ¢iftgileri, toplumdaki en alt sinif olarak
goriiliiyordu. Bozkir buraya yerlesenlerin ¢evreleriyle olan iligkilerinin hem malze-
mesel olarak hem de elle tutulamayan 6zlerini tagiyan bir kiiltiir haline gelmisti.

Miizeler ve tarih kitaplar1 bana bozkir kolonizasyonu boyunca bu bolgede tipik ve
cok farkli bir karakter gelistiren sandalyelere dair bir fikir verdi. Mobilyalarin analizi
sirasinda bigimsel dilde kaliplar ve benzerlikler buldum. Bu geleneksel 6zellikler, daha
modern ve ¢agdas bir tasarimin temelini att1. O dénemde bolge icin tipik olan yuvar-
lak sandalyeler, bozkir ¢ift¢ilerinin miitevazi sosyal ideallerini sembolize ediyordu. Bu
sandalyelerin son derece basit bir bi¢cimsel dile sahip olduklarini gézlemlemek miim-
kiin. Sandalyelerin ortak noktalar arasinda dik arkaliklar: ve yerel sazlardan ériilmiis
oturma yerleri bulunuyor; bu oturma yerleri, sandalyenin ayaklar: arasina yerlestiril-
mistir. Arka ayagin st ligte birindeki incelme de 6zgiin bir tasarim detayidir. Mobil-
yanin dort tarafindaki delikli baglanti yerleri de estetik olarak sandalyenin dilini olug-
tururken ayn1 zamanda yapisal olarak da saglamlastirir. On taraftaki baglanti yerinin
6zel bir 6nemi vardir. Ayaklari dinlendirmek i¢in bir alan yaratmanin 6tesinde aymn
zamanda ayaklar1 yerin soguklugundan ve 1slakligindan da korur. Ahsapla caliganlar,
marangozlar ve 6zel sandalye tireticileri gibi yerel zanaatkarlar hasircilarla birlikte ¢a-
Lisarak bélge arazisinin kaynaklarin1 mobilyaya doniistiirmek i¢in gabalamugtir.

Yeni tasarimin ruhu, eski mobilya unsurlarini ve sekillerini yansitir ve cagdas tasa-
rim baglaminda onlar1 daha bi¢im uyumlu ve modern bir sekilde yorumlar. Carpici
detaylar1 zamaninda ve biitiinlegtirici bir gériiniimle bugiiniin estetigine aktarir.

Geleneksel iscilik ve modern ahsap isleme teknikleri mobilya imalatinda birleg-
mektedir. Daha 6nce gelistirilmis olan rafine etme siireci, bozkir mesesinin olusu-
muna dayanir ve megeye, bozkirin derin siyah rengini verir. Kiiltiir ve malzeme, boz-
kir bolgesinin geleneksel degerlerini bu nesneye asilayarak béylece bir kimlik ¢apasi
atar ve Kuzey Almanya’daki kiiltiirel bilincin gelisimine katkida bulunur.

Gelenek. Bu agir terim inanilmaz bir dinamige sahiptir. Belki de gelenegin siiri,
maddi olmayan ¢ekirdeginde, siireklilik ruhuyla ¢evrelenmis zamansizliginda yatar.
Sonsuz olan, ancak dis goriiniisii degisebilen, yeni konturlar alan ve nesnellestirilen
bir 6zdiir. Gelenegin giicii, kutsalligindan degil, tarihini unutmadan degisebilir ol-
masindan kaynaklanir. Tasarim her zaman, kiiltiirden ¢ikan ve déniigtiiriicii karak-
teri nedeniyle onu tam olarak koruyabilen ve aktarabilen gelenege sekil verebilir.
Gelenegin dliumsiiz 6zii, yasam hikayesini nesnelerde ortaya cikarabilir ve eski de-
gerleri aktarabilir; mutevazi yuvarlak sandalyelerin bir zamanlar sahiplerinin aynasi
olmus olmasi gibi, derin siyah miras1 gelecege dogru is1maya devam eder.

* Moorwerk projesi 2018 Milano Tasarim Haftas1 dahil olmak tizere ¢esitli iilkelerde sergilenmis,
birkag 6diile aday gosterilmis ve kazanmugtir. Projenin detaylari www.moorwerk.com ve
www.schulzthiel.de web sitelerinde bulunabilir.

KOMUR TOPLAYICILARI / PEAT GATHERERS, 1905, FOTOGRAF / PHOTO: COMMONS.WIKIMEDIA.ORG

TUM GORSELLER ALL IMAGES JAN CHRISTIAN SCHULZ, MOORWERK, 2017

The few pieces of furniture they possessed embodied the persistence of their ow-
ners and were modest, in a time when a sumptuously decorated interior was equated
with prosperity. But at that time, the qualities of the soil echoed the self-perception
and the perception of others: moorland farmers were seen as the lowest class in so-
ciety. The moor had become both the material and the immaterial core of a culture
that interwoven the lives of its settlers with the environment.

Museums and historical books gave me an insight into the chairs, which throu-
ghout the moor colonization have developed a very distinctive character, typical
for this region. During the analysis of the furniture, patterns and similarities were
found in the formal language. These traditional characteristics laid the foundation
for a more modern and contemporary design. The round post chairs typical for the
area at that time symbolize the modest social ideals of the moor farmers and were
distinguished by an immensely high degree of simplicity. Common characteristics
shared by all these round post chairs were above all the steep backrest and the seat
woven from locally harvested rushes, embedded between the chair legs. A unique
design detail was also the tapering of the cross-section in the upper third of the back
leg, which ended with the backrest protruding slightly beyond the leg. The mortised
connection bars on the four sides of the furniture gave it its aesthetic grounding and
constructive stability. The front bar played a special role. It not only offered a place
to rest the feet and was valued for its comfort, but it also protected the feet from the
cold and damp floor. Local craftsmen like woodturners, carpenters and special chair-
makers, collaborated with wicker workers to transform the resources of the regional
landscape into furniture.

The spirit of the new design reflects the elements and shapes of the old furniture
and interprets them in a more form-fitting and modern way in the context of con-
temporary design. It transfers the striking details into the aesthetics of the present
through a timely and integrative appearance.

Traditional craftsmanship and modern woodworking techniques merge in the
manufacture of the furniture. The previously developed refinement process, which
goes back to the process of moor oak formation, infuses the oak wood with the cha-
racteristic deep black color of the moor. Culture and material were intertwined to
create an object that embodies the traditional values of the moorland region and -as
an identity anchor- plays a part in the ongoing development of Northern Germany’s
cultural consciousness.

Tradition. This ponderous term can possess an incredible dynamic. Perhaps, the
poetry of tradition lies in its immaterial core, in its timelessness enclosed by the
spirit of constancy. An eternal core, but whose outer appearance can change, take on
new contours and become objectified. The strength of tradition is not its sanctity,
but much more it’s mutability - without forgetting its history. Design is at all times
able to give shape to a tradition that has grown out of culture and can protect, pre-
serve and pass it on precisely due to its transformative character. The imperishable
core of tradition can unfold its living story in objects and pass on the old values - in
the same way, that the modest round post chairs were once a mirror of their owners,
their deep black heritage continues to radiate into the future.

* Moorwerk project is exhibited in several countries including Milan Design Week
2018, and nominated and won many awards. The details of the project can be found
on www.moorwerk.com and www.schulzthiel.de
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KURUKAHVECI
MEHMET EFENDI

Tiirk kiiltiir ve geleneginde Tiirk kahvesinin,

hem sosyal anlami hem de sunus sekli bakimindan
biiylik bir yeri vardir. Hem hazirlanigi, hem de
sunulusu sirasinda kullanilan iiriinlerin sadece
Tiurk kahvesine 6zel olarak tasarlanmig olmasi da
kahvenin kiiltiiriimiizdeki yerini géstermektedir.
Tirk kiltiriine baktigimizda cesitli sosyal
ortamlarda kahve ikram etmenin yeri ve

bu ikramin 6zeni de kullanilan objelerin
detaylarinda goriilebilir.

Tiirk kahvesinin en bilinen temsilcilerinden
olan Kurukahveci Mehmet Efendi, 1871 yilindan
beri faaliyetlerini siirdiiriiyor. Tiirkiye diginda 55’i
agkin tilkede tiiketilen Kurukahveci Mehmet Efendi
triinleri Tirk geleneginin 6nemli bir parcasinin
yurtdisinda da tanitilmasina vesile oluyor.
Kurukahveci Mehmet Efendi’nin 1933 yilinda
Tiirk grafik sanatinin éncii isimlerinden Thap
Hulusi Gérey tarafindan tasarlanan logosu da yillar
icerisinde Tiirk kahvesinin kimligi ve simgesi
haline geliyor. Ayrica ayn1 donemde afis ve takvim
calismalari ile firmanin reklamlarinin yapilmasi da
o yillarda yenilik olarak tanimlaniyor.

Tirk kahvesinin tarih¢esine baktigimizda 19.
yuizyilda ¢ig cekirdek olarak satilan, evlerde kavrularak
ve el degirmeninde ¢ekildikten sonra pisirilen Tiirk
kahvesi, 1871 yilinda kavrulmus, 6giitiilmiis ve
paketlenmis olarak Kurukahveci Mehmet Efendi
tarafindan satilmaya bagliyor. Bu anlamda
Kurukahveci Mehmet Efendi, Tiirk kahvesini
tiiketime hazir hale getirerek sunan ilk sirkettir.
Eminénii, Tahmis Sokagi’nda seriivenine baglayan
firmanin buradaki binas1 1932 yilinda dénemin
tinlit mimarlarindan Ziihtii Bagar tarafindan yeniden
insa edilmigtir. Daha sonra Beyoglu'nda da sube
acilmistir. Kahve 6gilitme araglarinin gelistirilmesi
ve makinelerin seri iiretime ge¢mesiyle beraber
biiyiiyen firma, hem yurti¢cinde hem yurtdiginda
taninuirligini artirmis oluyor. 2006 yilinda mimar
Haydar Karabey’in projelendirdigi Y. Dudulludaki
yonetim binasiysa, Eminéni’ndeki binanin
kimligiyle iliskili olarak tasarlaniyor. Kurukahveci
Mehmet Efendi’nin mimariye verdigi bu 6nem
ve yillar icerisinde marka kimligi gelistirilirken
tasarimcilarla yapilan is birlikleri, kiiltiir-sanat

o L

KURUKAHVECI MEHMET EFENDI’NIN TAHMIS SOKAK’TAKI MAGAZASI, 1937
KURUKAHVECI MEHMET EFENDI’S SHOP ON TAHMIS STREET, 1937

1933 YILINDA GALATASARAY LISESI BAHCESINDEKT BESINCI YERLI MALLAR SERGISI’NDE ACILAN STANT
THE STAND OPENED AT THE FIFTH DOMESTIC GOODS EXHIBITION IN 1933 IN THE GARDEN OF GALATASARAY HIGH SCHOOL IN ISTANBUL
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1934 YILINDA FIRMANIN KAHVE DAGITIMINI YAPTIGI OPEL MARKA KAMYONET
THE OPEL VAN USED BY THE COMPANY IN 1934 FOR THE DISTRIBUTION OF COFFEE
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12 ADET TEK FINCANLIK

In Turkish culture and tradition, in terms of both
social meaning and presentation, the unique style
Turkish coffee has a big place. The products used
during both preparation and serving are only
designed for Turkish coffee. The fact that it is
specially designed for this coffee also shows its
place in our culture. When we look at the Turkish
culture, the place of serving coffee in various social
environments and the care of this catering can also
be seen in the details of the objects used.

Kurukahveci Mehmet Efendi, one of the most
known representatives of Turkish coffee, has been
serving since 1871. Consumed in more than 55
countries outside Turkey, Kurukahveci Mehmet
Efendi products lead to the promotion of an
important part of the Turkish tradition abroad.

In 1933, Kurukahveci Mehmet Efendi’s logo,
designed by Thap Hulusi Gérey, one of the leading
names in Turkish graphic art, has become the
identity and symbol of Turkish coffee over the
years. In addition, advertising of the company
with posters and calendars during the same period
was defined as innovation in those years.

When we look at the history of Turkish coffee we
see that it was sold as a raw bean in the 19th century,
cooked after being roasted at home and cooked in
a hand mill, is being sold by Kurukahveci Mehmet
Efendiin 1871, roasted, ground and packaged.

In this sense, Kurukahveci Mehmet Efendi
is the first company to offer Turkish coffee
ready for consumption. The firm has started
its adventure in a building on Tahmis Street in
Eminéni. This building was rebuilt by one of the
most famous architects of that period; Ziihtii Basar
in 1932. Later on they opened a branch in Beyoglu.
The company, which grew with the development
of coffee grinding research and mass production
of machines, has increased its recognition both
at home and abroad. The administrative building
in Y. Dudullu, which was designed by architect
Haydar Karabey in 2006, is designed in connection
with the identity of the building, which was first
started in Emindnii. This importance given to
architecture by Kurukahveci Mehmet Efendi and
the brand identity has been developed over the
years, and collaborations with designers have
become an important institution in this field with
the support they give to culture and art institutions.

The profession, which passed from father to
son in the following years, continues its activities
by following the technology developed over the
years. Coffee production craft and the protection
of information continuing from the same family
in order to protect the sustainability of the brand
and lose its identity if adapted to the changing
times the conditions have provided Kurukahveci
Mehmet Efendi brand of living the traditional
place in Turkey.
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kurumlarina verdigi desteklerle de bu alanda 3 \ D rLmcins)
6nemli bir kurum haline geliyor. ‘\ S -
Sonraki yillarda da babadan ogula gecen meslek, \ i"‘ g :3_:.%. frﬁq}f n
yillar icerisinde gelisen teknolojiyi de takip ederek \ 1;!._"& u@!ﬁc\{ ol e ]
faaliyetlerini siirdiiriiyor. Kahve iiretme zanaatini % \w‘iﬂi{aﬂ_ﬁ@?ﬁﬁ e rel "r!;:""."_"':‘"
ve markanin siirdiriilebilirligini korumak adina \ ' et

ayni aileden siiregelen bilginin korunmas: ve degisen
zamanin kosullarina adapte olsa da kimligini
kaybetmemesi, Kurukahveci Mehmet Efendi
markasinin Tiirkiye'de geleneksel bir yere
oturmasini saglamistir.
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= Yeniyi hayalet mesleklerin, vazgecilmis tekniklerin ve somiiriilmiig
Ak|§kan hatlar' muglak uglar kiltiirlerin pesinde arryor Marginal Studio. Kiiltiirel akiglarin
coskuyla cereyan ettigi kentlerden Palermo’da, ¢ok katmanl

FIOWing Iines, am big uous ends ve cok anlamli el sanatlar1 ekosistemini canli kilmaya ¢aligiyor.

Ortag1 Francesca Gattello'yu temsilen Zeno Franchini ile Marginal
M i I Studio’nun ilham verici gayreti tizerine soylestik. Yaratici

disiplinlerin sinirlarini, Palermo’yu, italya’y, Italyan tasarim
gelenegini, siirdiriilebilirligi, emegi, zanaati, tasarimda giizel
olani, ahlakli olani, felsefi kavramlarla ¢ekilen entelektiiel
cilalar1 ve mecaz dolandiriciligini sorguladik
Yazi1 Text: Ecem Arslanay

OTIZLLYD VOSHONVYA £ INTHONV YA ONIZ

Marginal Studio seeks the new pursuit of ghost professions,
abandoned techniques and exploited cultures. They try to keep
alive the multi-layered and meaningful craftsmanship ecosystem in
Palermo, one of the cities where cultural flows move in rhapsody.
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N\ e We interviewed Zeno Franchini on the inspiring efforts of Marginal
A\ _— Z Studio, representing his partner Francesca Gattello. We questioned
SRR BN > the boundaries of creative disciplines, Palermo, Italy, tradition
NS m in Italian design, sustainability, labor, craft, beauty and morality
in design, intellectual polishing and metaphor
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Francesca ile birlikte ¢calismaya nasil bagladin? MARGINALdeki ortakli-
gimizin dogasini anlatabilir misiniz?

Ikimiz de iiriin tasariminda egitimin gok geleneksel ve endiistri odakli oldu-
gu Milano'daki Politecnico'da okuduk; bu Italyan Universitesi sirketler igin
egitim vermeyi taahhiit ediyor ve serbest ¢alisma ya da girisimcilige odaklan-
muyor. Bize 6gretilen sey, profesyonel pratigimizde deneyimledigimizden ¢ok
uzakt1. Bu yéntemi modasi ge¢mis bulduk ve kendimizi gelistirmek i¢in birgok
farkli yonde denemeler yaptik. Bu yiizden lisanstan sonra Design Academy
Eindhoven’da Sosyal Tasarim okumak i¢in Hollanda’ya tagindim. Francesca
bana katildiginda ig birligi yapmaya bagladik ve birkag yil sonra Palermo’ya
taginmaya karar verdik.

MARGINAL ismi “tasarim disiplinlerinin marjlarini1” kesfediyor olma-
nizdan geliyor. Bununla nasil basa ¢ikiyorsunuz? Pratiginizi tasarim akti-
vizmi olarak tanimlar misiniz?

Ilgilendigimiz projeler sanat ve tasarim arasinda yer aliyor; bir prototip
veya bir “Uriin” kavraminin Stesine ge¢me egilimi gosteren arastirmaya da-
yali calismalar yapiyoruz. Giiniin sonunda yaptigimiz isin “sanat” ya da “ta-
sarim” olarak kabul edilmesi bizim i¢in 6nemli degil. Yaratic1 disiplinlerin
sinirlarinda duran bir alanda ¢aligiyoruz ve kendimize Marginal Studio diyo-
ruz. Bazi insanlar i¢in yaptigimiz sey tasarim degil, bazilar i¢in sanat bile
degil. Tanimlar 6zellikle Snemsemiyoruz ¢iinkii “sinir”1n en ilging yer oldu-
gunu digtiniiyoruz. Her iki disiplinden de denemeleri yapabilecegimiz ve
hatta bunun 6tesine gegebileceginiz yer burasi. Bakis agimiz1 genisgletmek
i¢in, miimkiin oldugunca bilim insanlar1 ve sosyologlar gibi diger meslek
alanlariyla da caligiyoruz.

“Tasarim aktivizmi” kavramuyla ilgili olarak, pratigimizi bu sekilde tanim-
layabilir miyiz bilmiyoruz, bize gére aktivizm daha ¢ok bir yasam tarzi; tasa-
rim meslegimiz diginda Palermo’daki go¢menler ve akil saglig1 sorunlari olan
kisilerle de galis1yoruz.

Yani aktivizm sizin yasam tarziniz mi?

Evet kesinlikle. Calismamizda, ¢agdas meselelere yonelik bir elegtiri iiret-
meye ve “aktivist” olarak yaptigimiz sey iizerinde diigiinmeye ¢aligiyoruz, ¢iin-
kii zorlayic1 ve acil buldugumuz sey bu. Ornegin, gogmenlerle is birliginde ge-
listirdigimiz projelerde, gelistirdigimiz iligkide gii¢ dengesizligi bulundugunun
farkindayiz ve bu da aktivist tarafimizi besledi. Kapsayici bir ortam yaratmak
i¢in elimizden gelenin en iyisini yapiyoruz ve diger insanlarla ve onlarin bek-
lentileriyle ilgili olarak da sorumlulugumuz oldugunun farkindayiz; ortaya ¢1-
kan ¢oklu ve karmagik dinamikleri hesaba katmak 6nemli.

Sicilya'da, bir¢ok insan sosyal projeler yapmaya hevesli, ancak bunu nasil
yaptiklarini sorgulamadiklarinda etkiler beklendigi kadar giiclii olmayabilir.
Tasarimimizi daha siki iligkiler kuran bir hale getirmek igin bu gergegi tamam-
layic1 hale getirmeye c¢aligiyoruz. Bir¢ok sosyal projenin sorunu para bitince
projenin de bitmesidir. Gergek ihtiyaci olan insanlarla ¢aligirken, “problemini-
ze geri doniin, artik size yardimci olamayiz” demek adil degil ve bu nedenle
insanlarin 6zerk olmalarina yardimei olmak i¢in uzun vadeli planlar yapmaya
calisiyoruz ki kendileri de aktif olabilsinler.

Bunu basardiginizi diisiindiigiiniiz 6rnekler verebilir misiniz?

Palermo’ya tagindigimizda, gé¢ konusu ile ugrastigimiz bir proje olan Somiir-
ge Karsity Estetigi'ni (Counter-Colonial Aesthetics) baglattik. Uzun vadeli bir etki
yaratmak istedik ve bu nedenle gé¢ebe bir atélye kurduk; insanlarin pratigimiz-
den bir geyler 6grenebilecekleri, bizim de onlardan 6grenebilecegimiz bir alan
yarattik. Dogal malzemeler gibi modernizmin kenara ittigi bilgileri arastirryo-
ruz; 6rnegin bio-mimari iizerine diisiiniiyoruz. Beton yapilarin yayilmasi nede-
niyle “kerpi¢” gibi 6zel teknikler son 50 yilda kayboldu. Bununla birlikte, Sicil-
ya’da h4la bu malzemeyi kullanan bazi sirketler bulunuyor ve ayni zamanda, bu
tekniklerin bazilarina asina olan Bat1 Afrika ve Orta Dogudan gelen bir¢ok in-
sanla tanigabiliyorsunuz. Ayrica bu bilginin, 6zellikle iklim degisikligiyle ilgili
konularda, meslegin gelecegi icin yerel bilgiye entegre edilebilecegini fark ettik.
Son zamanlarda birgok Italyan ingaat sirketinin ekonomik kriz nedeniyle kapan-
digin1 6grendik; eger bu sirketler siirdiiriilebilir malzemeler kullansaydi sayica
biiyiiyeceklerdi. Bu alanda insanlar egitirsek, kendi sirketlerini profesyonelles-
tirebilir ve kurabilirler. Sadece gé¢menler i¢in degil, yerel halk i¢in de is firsatla-
r yaratilabilir. Palermo’nun gevre bélgelerinde yasayan birgok Italyan geng igsiz,
onlarin ihtiyaglari ile go¢menlerin ihtiyaglari arasinda biiyiik bir fark gérmiiyo-
ruz, sonunda kargilagtiklar1 sorunlar benzer.

Atoélyenizi Hollanda’da kurduktan sonra. Palermo’ya nasil tagindiniz?

Aslinda Italya’nin kuzeyinde biiyiidiikk ve Palermo'da hi¢ akrabamiz yok.
“Sehir” olan bir Italyan sehrine gitmek istedik. Kirsal alana gitmek istemedik;
her yerden uzak bir sinir bélgesine gitmek de istemedik. Palermo, Avrupa di-
namikleri olan bir metropol sehri, ayn1 zamanda bir varis sehridir. Insanlar
buraya geldiginde kendileri i¢in bir yer bulabilirler. Farkli etnik kékenlerden
ve kiltiirlerden bir¢ok insan Palermo’ya geldi. Sokakta yiirlirseniz Arapga,
Bengalce, Farsca ve diger bir¢ok dili duyabilirsiniz.

Teknik arayisimizda zanaatla calismamizin bir bagka nedeni de Palermo’nun
¢ok zengin bir mirasa sahip olmasi; burada birgok geleneksel zanaatkér ve kali-
fiye is¢i bulabilirsiniz. Roliimiizii tam da burada goriiyoruz; onlarla etkilesime
gecerek ortami canlandirmak i¢in yeni deneyler veya eski teknikler 6neriyoruz.

Ug yil 6nce buraya tagindigimizda, diger kiiltiirlerle sémiirgecilikten farkli bir
sekilde etkilesim kurmanin yolunu bulmak istedik; Avrupa’y: giic merkezi ola-
rak goren bir yapu... Sicilya Akdeniz’in merkezinde ve diger tilkelerle diyalogu ile
cok ilging bir yer haline gelebilir. Giineydogu Asya, Afrika ve Orta Dogu'dan
insanlarla giinliik olarak konusabilirsiniz ve bu farkli bir bakis acis1 saglar.
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How did you start working together with Francesca? Can you describe the
nature of your partnership in MARGINAL?

We both studied at Politecnico in Milan where the education in product de-
sign was very traditional and industrial-oriented: the Italian university is
committed to training-for-companies and there was no focus on freelancing
or entrepreneurship. What had been taught to us was far from what we expe-
rience in our professional practice. We found it outdated, so we tried in many
ways to elaborate on our method. This is why after the bachelor I moved to
the Netherlands to study Social Design in Design Academy Eindhoven. When
Francesca joined me we started to collaborate and after a couple of years, we
decided to move to Palermo.

The name MARGINAL comes from your “exploration of the margins of
design disciplines™ How is this challenge? Would you define your practice
as design activism?

We are interested in projects that are in-between art and design; they are
research-based works that tend to extend beyond the concept of a prototype
or a “product” As a position to take, it might be unconventional and in the
end, we do not mind if it is considered as “art” or “design” We work in a space
that lies in the margins of creative disciplines; it is on the border, and this is
the reason why we call ourselves Marginal Studio. For some people what we do
is not design and for some others, it is not even art. We do not particularly care
about definitions because we find the “border” the most interesting place to
be; it is exactly where you can experiment from both disciplines and even be-
yond that. To broaden our perspective, we also work with other professionals,
like scientists and sociologists as much as possible.

Regarding the notion of “design activism”, we do not know if this is how
we could define our practice, in our opinion activism is more a way of life. In
Palermo we work with immigrants and people who have mental health issues
also besides our design profession.

So activism is your way of living, it is a lifestyle for you.

Yes, indeed. In our work, we try to generate a critique toward contemporary
issues, and to reflect on what we do as “activists” since this is what we find
compelling and urgent. For instance, in the projects we developed in collabo-
ration with migrants, we recognize that the relationship we entertained had a
power imbalance and this informed also our activist part. We do our best to
create an inclusive environment and we are aware of our responsibility when it
comes to engaging with other people and their expectations; it is important to
take into account the multiple and complex dynamics that emerge.

In Sicily, a lot of people are enthusiastic to do social projects but when they
do not question the way they do it, the impacts might not be as powerful as
expected. We try to make our design complementary to this reality to make it
more relevant.

The problem with many social projects is that once the funding is finished,
the project finishes. When working with people in real need, it is not fair to say
“go back to your problem, we cannot help you anymore” and this is the reason
why we try to make long-term plans, to help people being autonomous so that
they can also make things themselves.

Can you give specific examples where you have accomplished that?

When we moved to Palermo, we started Counter-Colonial Aesthetics, a pro-
ject in which we engaged with the topic of migrations. We wanted to create a
long-term impact and so we set up a nomadic workshop, a space where people
could learn something from our practice but also the other way around. We re-
search the knowledge that has been put aside by modernism, like natural mate-
rials for bio-architecture for instance. Specific techniques, such as the “adobe”,
were lost in the last 50 years due to the spread of concrete-made buildings.
However, in Sicily, you still find some companies that use them and at the
same time, you can meet many people that come from West Africa and from
the Middle-East who are familiar with some of these techniques. We have also
realized that this knowledge can be integrated into the local one for the future
of the profession, especially concerning issues related to climate change. We
found out that, recently, many Italian building companies have closed due to
the economic crisis; if these companies would have used sustainable materi-
als, they would have grown in numbers. If we train people in this field, they
can professionalize and start their own companies; work opportunities can be
created not just for migrants but also for local people. If we think about many
young Italians living in the peripheral neighborhoods of Palermo, most of
them are unemployed. We don’t see a big difference between their needs and
the ones of migrants, in the end, the problems they face are similar.

You started your studio in the Netherlands. How did you move to Palermo?

We are actually from the North of Italy and we don’t have any relatives
in Palermo. We wanted to go to an Italian city that was a “city”; not in the
countryside or not in a border region in the middle of nowhere. Palermo is
a metropolitan city with European dynamics but also an arrival city. When
people arrive here, they can find a place for themselves. A lot of people from
different ethnicities and cultures came to Palermo. If you walk down the street,
you can hear Arabic, Bangla, Farsi, and many other languages.

Another reason is that we work with craft, in terms of our search for tech-
niques, and Palermo has a very rich heritage. You can find traditional crafts-
men and skilled workers. That’s where we see our role; interact with them and
propose new experiments or old techniques to revive.

When we moved here three years ago, we wanted to find a way to interact
with other cultures different than the colonial way, the one that sees Europe as
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Zanaat sizin i¢in neden bu kadar 6nemli?

Toplumumuzda nesneler, ¢evremizi anlamanin ve degistirmenin bir yolu ol-
muglar. El sanatlar1 ya da zanaat tarihinin birgok katmani ve anlami var. Farkli
yerlerden insanlar her zaman benzer malzemelerle farkl: iiretim yollarina sa-
hiptiler; Cin porselen yapabilirken, Venedik cam yapabilir. Bazen bu teknikler
bile ¢alinmig; Louis XVI, Murano’nun biiyitk cam iireticilerinden bazilarini
kagirmay1 bagarmis, ancak bu zanaatkéarlar Murano’ya geri dondiiklerinde, el-
leri cam yapiminin sirlarini paylagtiklar: i¢in ceza olarak kesilmis.

Iginde yasadigimiz diinyanin karmagikliginda, ¢agdas bir tasarimci zanaa-
tin mirasini tam olarak anlamali ve onunla etkilesime girmeli. Sonra sadece
“sandalye” veya “masa” degil, ayn1 zamanda “hikéyeler” ve “anlamanin anah-
tar1” olan nesneler yaratabiliriz. El sanatlar1 ayn1 zamanda seri tiretilen nesne-
lerin aksine el yapimu kalitesini ifade eder.

Marksist anlamda, insanlar emeklerini anlamli
kilabilirler. insanca giiglerini tam olarak gosterir-
ler. Sanirim Arts and Crafis hareketinin konusu da
bu... Sosyal Tasarim iizerine yaptigin yiiksek li-
sansa geri donelim; bu, tasarimda yeni bir aragtir-
ma ve uygulama alani. Topluma kars1 sorumluluk
her zaman tasarimcilarin roliiniin temel bir unsu-
ru olmasina ragmen, “sosyal tasarim” terimi yeni.
Neden? Nasil ortaya c¢ikt1? Sosyal tasarim nedir?

Tasarim tarihine bakarsak, 6rnegin Bauhaus’a,
sosyal etkiye odaklanildigini gériiyoruz; endiistriyi
herkes i¢in iyi ve uygun fiyatli nesneler yapma firsa-
t1 olarak gordiiler. Mesele, zenginler i¢in litks nesne-
ler yapmak degil, yoksul insanlarin hayatlarini iyi-
lestirmekti. Sonra yavag yavags bu degisti ve
endiistrinin de gelismesiyle birlikte ¢ok fazla nesne-
miz oldu ve sorun da tuhaflasti. Insanlarin asil ama-
c1 unutuldu. 60’l1 yillarin tasarimi, bazen de perfor-
matif bir eylem haline gelen deneylerle ¢ilginlast,
“Yaptigimiz her sey zaten kapitalizm tarafindan
emilecek, bu yiizden meslegimize ve degerlerine
meydan okumak zorundayiz” dediler. Hem 6z diigii-
niimii olan hem de eglenceli bir and1 ancak biitiin
bunlar ekonomik patlamada iiretilen servet sayesin-
de miimkiin oldu. Sonra bu ruh yavas yavag 61dii.

Bugiin kriz geri dondii ve tam tersi durumla karg1
karsiyayiz; 60’11 yillarda insanlar ne yaparlarsa yap-
sinlar, yasamlarinin ebeveynlerininkinden daha iyi
olacagini biliyorlardi. $imdi ne yaparsak yapalim,
hayatimizin simdiye dek olandan daha az rahat ola-
cagini biliyoruz, ancak bu mutlaka olumsuz bir du-
rum olmak zorunda degil. Bazi tasarimcilar bir pro-
jenin etkisine kamusal alana odaklaniyor, bazilar:
ise isleri daha siirdiiriilebilir hale getirmek igin sek-
tore glivenmemiz gerektigine inanryor. Bizim i¢in el
sanatlarinin ekosistemi zaten bir cevap ¢iinkii zana-
atkérlar da sosyal yapinin bir pargasi. Bu nedenle
sosyal bir islevle tasarim yapmak istiyorsak temeli
yerelde olan nesneler yaratmaliyiz.

O zaman sosyal tasarimci farkli aktorler arasin-
da miizakere eden biri mi?

Evet, miizakere eden, kolaylastiran. Sosyal ve se-
hirsel akiglarla halihazirda var olan arasinda képrii-
ler yaratiyoruz.

Somiirge Karsit1 Estetik bashikli projenizde,
cagdas Sicilya maddi kiiltiiriinii go¢ olgusuna
olumlu bir alternatif gelistirme modeli iiretmek,
yeniden tanimlamak i¢in aragtirdiniz. “Karg1-s6-
miirge” yi sémiirge ve postkolonyal ile iligkilendi-
rerek nasil tanimliyorsunuz? Ly :

Somiirge Karsit: Estetik projesi, tasarim ve ¢ag- ﬂ;; -
das meseleler tizerindeki sosyal etkileri -6nceki so- -
rularda bahsettigimiz- etkilesimin prototiplesmesi
tizerinde bir deneydi. Siginmacilarin ve izinsiz
gogmenlerin Italyan kurumlarinda egitim alma veya is bulma konusunda
yonlendirildigi bir yer olan miilteci kargilama merkezinde galistyorduk. Katil-
malarini zorunlu kilmadigimiz ama katilima agik bir siirecti; sadece oraday-
dik, béylece biitiin giinlerini bizimle tasarim yaparak da gegirebilirlerdi, yani-
mizdan gegip gidebilirlerdi de. Birden fazla deger katmani tizerinde ¢aligmak,
cesitli malzeme ve teknikleri test ederek pratikte ve nesnelerin anlami diize-
yinde islemek tizerine ¢aligtyorduk. Miilteciler merkezindeki insanlarin gel-
dikleri yerlere dair hikayelerini de katmaya ¢alistyorduk.

“Somiirge-kargit1” terimini kullandik ¢iinkii bize gore “postkolonyal” sifat1
neredeyse sémiirge doneminin bittigini varsayiyor, ama aslinda 6yle degil. S6-
miirgeciligi sadece bir ge¢mis degil, ayn1 zamanda bir tutum olarak, ekono-
mik, politik, kiiltiirel olsun, insanlar arasinda bir egemenlik-boyun egme ilis-
kisinin varligini ima eden bir davranis modeli olarak goriiyoruz. Bu bakis
agistyla, algakgoniilliiliikle gozlemlemenin daha kolay olacagini diisiiniiyoruz.
“Somiirge karsit1”, Sicilya’nin Italya’da neredeyse bir somiirge muamelesi gor-
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the center of power. Sicily is in the center of the Mediterranean; and with its
dialogue with the other countries, it can become a very interesting place. You
can talk to people from South-East Asia, Africa, and the Middle-East daily and
it gives a different perspective.

Why are crafts so important for you?

In our society, objects have been a way to understand and modify our surroun-
dings. The history of crafts has many layers and meanings. People from different
places always had different ways of making with similar materials. China could
make porcelain whereas Venice could make glass. Sometimes these techniques
were even stolen; Louis XVI managed to smuggle some of the great glassmakers
of Murano but when these craftsmen managed to return to Murano, their hands
were cut as a punishment for sharing the secrets of glassmaking.

In the complexity of the world we live in, a contemporary designer has to fully
understand the legacy of craft and also interact with
it. Then we will be able to create objects that are not
simply “chairs” or “tables” but also “stories” and “key
of understandings™ Crafts also express the quality of
hand-making as opposed to mass-produced goods.

In the Marxist sense, people can make their
labor meaningful. They manifest their humane
powers fully. I guess that’s also what the Arts and
Crafts movement is about... Let’s go back to your
MA degree in Social Design; a novel area of de-
sign research and practice. Although the respon-
sibility to society has always been a core aspect
of the designers’ role, the term “social design” is
new. Why is that? How did it emerge? What is so-
cial design?

If we look at the history of design, to Bauhaus
for example, we see a focus on the social impact;
they saw the industry as an opportunity to make
good and affordable objects for everyone. It was not
about making luxury objects for the wealthy, but
about improving the lives of poor people. Then little
by little, this has changed and with the development
of the industry, we end up with too many objects
and the problem has twisted. People were a bit lost.
In the ‘60s, design went wild with experimentation,
sometimes becoming a performative act, it was like
they were saying “Anything we do, it will anyway be
absorbed by capitalism, so we have to challenge our
profession and its values” It was both a reflective
and playful moment but it was made possible by the
wealth produced in the economic boom. Then this
spirit died out.

Today, the crisis is back and we face the oppo-
site situation; people in the ‘60s knew that, whate-
ver they could have done, their life would have been
better than their parents’ one. Now we know that
whatever we do, our life will be less comfortable
than what we experienced before now, and that is
not necessarily a negative aspect. Some designers fo-
cus on the impact of a project, some focus on public
space, some believe that we should rely on industry
to make things more sustainable. For us, the ecosys-
tem of crafts is already an answer because craftsmen
are also a part of the social structure. This is why if
we want to design with a social function, then we
should create objects on a local basis.

I guess that social designer works as a mediator
between different actors?

Yes, a mediator, a facilitator... We are creating
bridges between social and urban flows that are al-
ready there.

In your project titled Counter-Colonial Aestheti-
cs, you have investigated the contemporary Sicilian
material culture to redefine it within an alternative
development model that is affirmative of the migration phenomenon. How
do you define “counter-colonial” concerning colonial and postcolonial ?

The project Counter-Colonial Aesthetics was an experiment on the prototy-
ping phase of the interaction we talked about in the previous questions, the one
between design and the social impact it could have on contemporary issues. We
were working in a refugee welcoming center, a place where asylum seekers and
migrants without permits are guided to get an education in Italian institutions
or to find a job. It was an open process where we did not directly ask them to
participate but we were just there, so that they could pass by and spend their
whole day designing with us, or even not. By working on multiple layers of value,
on the practical one testing various materials and techniques, and on the level of
the objects’ meaning, we were trying to express some stories of people that were
hosted in the refugees’ center and of the places where they came from.

We used the term “Counter-Colonial” because in our opinion the adjecti-
ve “Post-Colonial” almost assumes that the colonial period is finished, but in
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diigii hissiyle de oynuyor ve bir¢ok geng insan bugiin héla yurtdisina gidiyor
ciinkii burada ¢ok az ig firsat1 var. “Somiirge karsit1”, somiirgecilik tarafindan
ele gegirilen ve gelenegi birakmayan bilginin yeniden elverisli hale getirilmesi
anlamina geliyor. Bu bilgiyi geri almaya ve hayata gecirmeye ¢alisiyoruz.

“Somiirge kargit1”na ilham veren 6rnekler verebilir misin?

Renzo Martens’e hayranlik duyuyoruz. Kongo'da calisiyor. Kakao plantas-
yonlarinda ¢alisan Kongo toplumu arasinda hak bilincini artirmaya calisiyor.
Bir sanatg1 olarak sanat sistemini, lirettigi ekonomiyi kontrol etmeyi bagarir-
ken esitsizligi nasil giiclendirdigi konusunda kendini elestiriyor. Kongo'daki
insanlar hakkinda bir sanat projesi yaparsaniz, New York, Berlin, Milano, Pa-
ris veya Londra’da sergilenirsiniz. Kar bu yerler i¢indir, Kongo i¢cin temettii
tretilmez. Martens Kongo’da ilk sanat bienalini baglatti. Kongo halkindan
heykel yapmasini istedi ve eserlerini Bat1 miizeleri ve galerilerinde satt1. Bu
sekilde paray1 Kongo’dan insanlar aldi. Tabii ki, o “beyaz bir adam” olmasaydy,
sanat pazarina erigimi sikintili olurdu. Ayrica, disiindiiriicii buldugumuz Yok-
sullugun Tadina Varin adl1 bir filmi de yonetti. Filmde Kongo’nun gercek kay-
naginin yoksulluk oldugunu ve Kongo’nun baska kaynaklar1 degil, bu kaynag:
kontrol etmesi gerektigini s6ylityor. Bazi insanlar onu bu kadar kigkirtici oldu-
gu icin elestiriyorlar, ancak yasadigimiz diinyanin tiim geligkilerini agiga ¢ika-
ran, zamanimizin en énemli sorunlarindan biri olan esitsizlikle miicadele edi-
yor.

Italyan tasariminin gelecegini nasil goriiyorsunuz? italya on yillardir es-
tetiklesmis objeleri ve Ronesans’ta kok salmis otonom tasarimci mitiyle
taniniyor. Ancak italya, yavas yiyecek hareketinden Carlo Petrini gibi
6nemli sosyal yenilikgileri ortaya ¢ikardi; modern zihinsel saglik kavrami-
nin dnciisii olan Franco Basaglia ... italya’da sosyal tasarim iizerine 6nemli
arastirmalar yapiliyor. Bu gelismeler hakkinda ne diisiiniiyorsunuz?

Italyan tasarimi konusunda oldukga elestireliz. Petrini ve Basaglia meslegi-
mizin tartijmasinda ana akim sayilmazlar. Italyan Tasarimi bugiin modaya
uygun, parlak, iyi tasarlanmig nesneleri politik farkindalik olmadan birlestiri-
yor. Ornegin Memphis, politik olarak angaje olmasina ragmen okullarda de-
koratif bir akim olarak 6gretilir; halbuki onlar sekilleri provokasyon olarak
se¢misti. Italyan tasarimindaki avangard hareketin giicii, siyasi ve sosyal ivme
sona erdiginde azaldi, bundan sonra sadece tekrarla ilgiliydi. Hollanda Tasari-
mr'nda ve etiketlerin icerikten daha 6nemli hale geldigi diger yerlerde de ben-
zer bir sey oldu. Ayni zamanda, gengler bugiin bu déngiiyii tersine ¢evirmeye
calistyor: PLSTCT atolyesinin Afet Sonras: Catilar:’ veya Orizzontale’nin® ga-
lismasi gibi ilham verici yerel projeler goriiyoruz; ¢ok kiiciik biitgelerle -veya
sifir parayla- iiretiliyorlar ama ¢ok ilging icerikler. Sahada ¢alisan ve ger¢ekten
ferahlatici bir alt kiiltiir gibi. Gliglendigini ve daha gdriiniir hale geldigini dii-
stiniiyoruz. Sadece “Bir sonraki Milano Tasarim Haftas’'nin trendi nedir?” so-
rusunu soran insanlar olmadigini, ¢agdas sorunlarla ilgili bir uygulama gelisti-
ren profesyoneller oldugunu gormek harika.

Bir tasarim nesnesinin giizel olmasi icin ahlaki olmasi gerekir mi?

Hayur, sadece diiriist olmasi gerekir. Ekstra anlam katmaya gerek kalmadan
giizel bir sekil olugturmaya odaklanabilirsiniz. Bi¢imci olabilirsiniz ve nesnele-
riniz harika olabilir. Bununla birlikte, genellikle sunulan projeyle ¢ok az ilgisi
olan felsefi kavramlara atiflarla tasarim fikirlerini ve ardindan entelektiiel ta-
nimlan takip ediyoruz.

Geleneksel tasarim egitiminin bir kisminin tasariminiz hakkinda ¢ok sanat-
sal bir sekilde “yalan séylemeyi” 6grettigini diisliniiyorum. Tasarim, daha par-
lak olmasi i¢in bazi entelektiiel referanslara bagimli goritnmektedir.

Ancak 6te yandan, insanlarin “Sosyal meseleleri umursamiyorum” diyebile-
cek kadar cesur ve agik olmalarini gergekten takdir ediyorum. “Siirdiiriilebilir-
lik umrumda degil. Sadece giizel bir sey yapmaktan hoglaniyorum” Sosyal so-
runlar1 6nemsiyoruz, ancak her tasarimci bunu yapmak zorunda degil,
herkesin kendi 6ncelikleri var.

1 http://www.postdisasterrooftops.com
2 http://www.orizzontale.org

fact, it did not. We think it is important to analyze and critique the Coloni-
alism not only as a period in the past but also as an attitude, as a pattern of
acts that implies the presence of a dominance-subjection relationship betwe-
en people, be it economical, political, cultural... Through this perspective we
think it will be easier to observe humbly the consequences of Colonialism in its
various facets, imagining what comes after. “Counter-Colonial” let us also play
with the feeling that Sicily was almost treated as a colony in Italy, and many
young people are still going abroad today because there are few job opportuni-
ties here. “Counter-Colonial” means re-appropriating the knowledge that has
been taken away by colonialism, which leaves no tradition behind. We try to
take back this knowledge and materialize it.

Can you name any inspiring examples to the “Counter-Colonial”?

We greatly admire Renzo Martens; he works in Kongo trying to raise rights
awareness among the Kongolese community employed in the cocoa plantati-
ons. As an artist, he criticizes the art system for how it reinforces inequality,
while he manages to control the economy he generates. If you do an art pro-
ject about people in Congo, then you end up exhibiting in New York, Berlin,
Milan, Paris or London; the profit is for these places, no dividend is produced
for Congo. Martens started the first biennial of art in Congo; he was asking
Congolese people to make sculptures and he sold their works in Western mu-
seums and galleries. In this way, people from Congo were getting the money.
Of course, if he was not a “white guy” the access to the art market would be
hopeless. He also directed a movie called Enjoy Poverty which we find thou-
ght-provoking. In the film, he says that the real resource of Congo is indeed
poverty, and Congolese should control this resource, not the others. Some pe-
ople criticize him for being so provocative but he is tackling one of the most
important issues of our time, which is inequality, exposing all the contradicti-
ons of the world we live in.

How do you see the future of Italian design? For decades, it has been
known for its highly aestheticized objects and the autonomous designer
myth rooting back in the Renaissance. However, Italy has brought out im-
portant social innovators like Carlo Petrini of the slow food movement;
Franco Basaglia, the pioneer of the modern concept of mental health... Im-
portant researches on social design are being done in Italy. What do you
think about these developments?

We are quite critical about Italian design. Petrini and Basaglia are not very
mainstream in the debate of our profession. Today, Italian Design connotes
trendy, shiny, well-designed objects with no political awareness. Memphis, for
instance, is taught in schools as a decorative moment although it was very po-
litically engaged; shapes were chosen to be provocations. The power of the
avant-garde movement in the Italian design drained when the political and so-
cial momentum ended, after that it was only about repetition. A similar thing
happened to the Dutch Design and in other places where labels became more
important than contents. At the same time, young people are trying today to
reverse this loop: we see inspiring local projects, like Post Disaster Rooftops'of
the studio PLSTCT or the work of Orizzontale?, with very small budgets -or
no money at all- but with very interesting contents. There is almost like a su-
bculture of people working on the field, which is refreshing. We think it is
gaining strength and getting more visible. It is great to see that there are not
only people asking the vain question “What is the next Milan Design Week
trend?” but professionals that are developing a relevant practice dealing with
contemporary issues.

Does a design object have to be moral to be beautiful?

No, it does not, it just needs to be honest. You can focus on creating a be-
autiful shape with no need to add extra meaning to it. You can be a formalist
and your objects can still be great. However, we often find design projects fol-
lowed by intellectual descriptions, with references to philosophical concepts
that have little to do with the work presented.

I think a part of the traditional design education is learning to “lie” about
your design in a very artful manner? The design seems to be dependent on
certain intellectual references to be glossier.

Yes, but on the other hand, I appreciate it when people are brave enough
and straightforward to say “I don’t care about social issues. I don’t care about
sustainability. I just like to make something beautiful” Well, we care about so-
cial issues, but not every designer has to do that, everyone has their priorities.

1 http://www.postdisasterrooftops.com
2 http://www.orizzontale.org

Az bilinen
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hikayelenyle Ersa

Ersa and its little

Ersa Mobilya’nin
1958°de Sivas’ta bir
metal atolyesinde
baglayan hikayesi bir
markanin geleneginden
kopmadan sanata ve
tasarima tutunarak
modernlesmesini
anlatiyor

Markalarin hikayeleri olur mu? Insanlar gibi dogup, biiyiiyiip, daha da “biiyii-
yiince ne olacaklarina” karar verirler mi? Kokleri, tutkulari, deneyleri, yanil-
gilar1, sorumluluklari, cocuksu taraflari, “bilinmeyen yo6nleri” var midir? Avci
toplayici atalarimiz igin ticareti, kutlamalar1 ya da diigmana karsi harekat
miimkiin kilan birlesme giidiisii atalarin ruhu veya kabile totemlerine iligkin
hik4yelerden gelir'. Bugiin herhangi bir markayla duygusal bag kurmamizi sag-
layan da bu hikéyelerdir. Peki Ersa, mobilyanin var oldugu her alanda konfor,
islev, estetik, saglamlik, giivenilirlik ve 6zgiinliik ilkeleriyle aniliyorsa bunun
altinda nasil hikéyeler yatiyor olabilir? Sundugu iriin ve hizmetlerin arkasin-
daki insani dokunuslar nelerdir? 60 yillik bir aile girketi, mal miilk edinebilen
hukuki bir varlik olmanin otesinde; nesiller arasi aktarimlar: ve kendine has
ayrintilar ile nasil ifade edilir? Tiirkiye ve diinyadan 6nemli tasarimcilarla is
birligi yaparak Red Dot, Good Design, Design Turkey gibi 50’nin iizerinde
prestijli 6diil kazanmug; biiyiik yatirimla faaliyete gegirdigi Ar-Ge merkezinde
6nemli malzeme aragtirmalar yapan, 2017'de aldigt TURQUALITY" Destek
Programi kapsaminda kiiresel 6l¢ekte bityiimeyi hedeflemis olan Ersa, inovas-
yon odakli gelisimini neye borglu?

Hikaye 1958’te Sivas’ta bir metal atdlyesinde; vizyoner bir girisimci, zana-
atc1 ve tasarimcl olan Metin Atabey Ata ile baglar. Ailesinden aldig: isim olan
Atabey’in 6niine sevdigi yonetmen Metin Erksan’in Metin’ini getirmesi de; 24
yasinda babasini, amcasini ve babasinin arkadasini manifaturacilig: birakip Si-
vas’ta metal mobilya atélyesi a¢maya ikna etmesi de yeniye olan inancini ve inan-
dirma giiciinii gosteriyor. 1962°de, Tiirkiye’nin modern mobilya tarihinde kiilt-
lesmis bir sandalye tasarlar. Malzeme yokluguna kars1 su borusundan ayaklarla
tirettigi siinger oturakli sandalye 2017°de Burak Kogak’in metal epoksi ayakli
ve poliiiretan oturakli yeni yorumuyla Alman Tasarim Konseyi’'nden prestijli bir
6diil alir. 1968 Metin Bey ve ortaklar: (Ata Giir) i¢in bir bagka 6nemli tarihtir;
zira uzun yillar ¢alisacaklar1 Devlet Malzeme Ofisi’'nden ilk sipariglerini alirlar.
1971°deki bityiik ihale ise hizlica Ankara’ya taginmayi gerektirir ve iigii atolyeden

heard stones

The story of Ersa,
which started in

a metal workplace

in Sivas in 1958, tells
about its modernization
by keeping art and
design without
breaking with the

tradition of a brand

Do brands have stories? Do they decide, what will happen when they grow up,
grow up, and even more like people? They have roots, passions, experiments, er-
rors, responsibilities, childlike sides, “unknown aspects”? For the hunter-gath-
ering ancestors, the motive to unite, which enables trade, celebrations, or action
against the enemy, comes from stories about the spirit or tribal totems of the
ancestors. It is these stories that enable us to connect emotionally with any brand
today. So, if Ersa is known for the principles of comfort, function, aesthetics,
durability, reliability and originality in every area where furniture exists, what
kind of stories lie under it? What are the human touches behind the products
and services it offers? A 60-year-old family business is more than just a legal en-
tity that can own property; How is it expressed through intergenerational trans-
fers and its unique details? Cooperated with important designers from Turkey
and around the world Ersa has won over 50 prestigious awards such as Red Dot,
Good Design, Design Turkey, conducted important material research in the
R&D center, which it has been operating with a large investment, has aimed to
grow on a global scale within the scope of TURQUALITY" Support Program in
2017, what does it owe its innovation-oriented development?

The story starts in a metal workplace in Sivas in 1958 with Metin Atabey Ata, a
visionary entrepreneur, craftsman and designer. Bringing the name Metin (after
the film director he loved) before the name he received from his family Atabey
and convincing his father, uncle and father’s friend to open a metal furniture
workplace in Sivas at the age of 24 shows Metin Atabey’s belief and his convinc-
ing power in the “new”. In 1962, he designs a chair that became cult in the history
of Turkish modern furniture design. The chair with sponge seat was produced
by the feet from water pipes against the absence of materials and later on it re-
ceives a prestigious award from the German Design Council with its new inter-
pretation by Burak Kogak with metal epoxy feet and polyurethane seats. 1968 is
another important date for Metin Bey and his partners (Ata Giir); because they
take their first orders from the State Materials Office, where they will work for
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makineler, biri de yar1 yariya Ata ailesinin ev egyalariyla dolu dért kamyonla
koyulurlar yola; iistelik de ihale onayindan sadece birkag giin sonra... Tasima
maliyetini diiglirmek ve marka degerini yiikseltmek i¢in yasam bigimini s1p
diye degistiriverir Metin Ata ve ailesi. Sirada doygun ortaklarin dahil olmak
istemedigi, cok daha biiylik hedefler vardir ve 1978’de yollarin dostane sekilde
ayrilmasiyla Ersa resmen kurulur. Sacin karaborsaya diistiigii, tahsislerin mar-
ketlerde hatta kasaplarda akraba kanaliyla ii¢ katina satildig1i bu dénemde Me-
tin Atabey Ata pratik zekasin1 konusturup serpantin saran bir apartman kom-
susu sayesinde serpantinle konvekt6r imalati yapmaya baglar. Sonraysa iiretim
yapan firma sayisinin az olmasi ve devletin demirbag ihtiyacinin fazla olmasi
Ersa’yi kisa siirede ofis mobilyasinda ilk iice yerlestirir ki 2005’ kadar da bu
béyle devam eder. 1980’lerde ofiste ahsabin yiikselisiyle derhal ahsap atélye-
lerini kurarlar, 1990’larin enflasyonunu ise 6z kaynakla calisip malzemeyi pe-
sin alarak yenerler. Ersa, bugiin ¢esitli iilkeler i¢in ¢esitli malzeme ve teknikle
iiretim yapiyor; ofis mobilyasinin yaninda ev mobilyas: da ¢alisiyor. Ustelik
mobilyalar1 da tipki kurucusu gibi dayanikli ve esnek. Esneklikten kasit degi-
sen kosullara ayak uydurma becerisi ki bu da iyi degerlendirmeyi ve hizli karar
almay: gerektiriyor.

Markanin yénetim kurulu iiyelerinden Erol Ata, rahmetli babasi Metin Atabey
Ata icin “Bir seye karar verirse onu bir iki giin icinde ger¢eklestirmesi gerekirdi,
yoksa rahatsiz olurdu” diyor ve 1985’teki ilk bilgisayar aligverislerini anlatiyor.
Gazeteden Ankara’daki bilgisayar fuarinin haberini alir almaz “Bugiin gidecegiz
ve bilgisayar alacagiz, ¢linkii yeni bir teknoloji ve biz bunu kullaniriz” demesi bir
olur. Giiniiniin son teknolojisi, Apricot marka 3,5 in¢ disketli emektar bilgisa-
yar bugiin Erol Ata’nin Saat Koleksiyonu Odasr’nda sergileniyor. 1990’larda satis
miidiiriiniin kullandig1 daha ileri bir model de yine bu odada. Internet’e telefon
hatt: iizerinden, yiiksek tonda seslere maruz kalarak baglanabildigimiz bu dé-
nemde biitiin sirket miidiiriin ne zaman Internet’e girdigini duyarmis. Aslinda
Saat Odasr’'nda pek ¢ok ofis ¢alisaninin eski model bilgisayarlarini, hesap ma-
kineleri, telefonlarini, daktilolarini bulabilirsiniz: Burasi Ersa’nin minyatiir bir
medya arkeolojisi miizesi gibi... Odanin bir bagka ilging yan1 da her biri bagka bir
yila adanmug el yazmasi porselen tabaklar. Erol Ata, tabaklarin iclerine sirketin
her bir ¢alisaninin ismini 6zenle islemis. Bu noktada oda, Ersa’nin emege verdigi
degerin de bir gdstergesi oluyor; ancak kugkusuz ki en gériiniir kiymetlendirme-
si zaman tizerinden isliyor. “Ge¢misi olmayanin gelecegi olmaz” diyor Erol Bey.
1990’larda, makam odasindaki tiglii kiitiiphanede bagladig: saat koleksiyonu bu-
giin gelisip genigleyerek i¢inde yer aldig: fabrika binasinin koridorlarina tasiyor.
Saatlerin farkli ¢alisma prensiplerine hep merak duymusg ve hayati boyunca hep
dakik biri olmus. Bu baglamda oda Ersa’nin iyi zaman yonetiminin ve giivenirli-
liginin de géstergesi.

Satin alamadi saatleri riiyasinda goren, esine dogum giinlerinde hep saat
alan, hatta ona yiiz gériimliigii olarak bile saat takmis olan Erol Ata’nin vakfa
doniigtirmeyi hayal ettigi saat mabedinde 2000°’den fazla parga var. En eski parca
olan 1680’lerin Ingiliz yapimi sogan modeli cep saati, Sovyet rejiminin ¢okiisiiyle
Dogu Blok iilkelerinden Karadeniz sehirlerine -bilhassa Trabzon’a- hizla para-
ya ¢evrilmek iizere serbestce akan teknik ekipmanlardan. Batrnin Bilim Dev-
rimi’nin son zamanlarinda, Newton’un evrensel kiitle ¢ekim yasasin1 buldugu
yillarda tiretilmis. Saat Odasr’na ise Ekim Devrimi’yle kurulmus Sovyetler Birli-
gi’nin ¢okiisiiyle gegmis. Devrim gegirmis saatler icinde Erol Ata i¢in en anlamlis1
Atatiirk Kdsesi'nde, “dokuzu bes gece” konumunda yas tutan bir saat. Ogleden
o6nceki ve sonraki say1 tayinlerini bir arada veriyor. Misal 1'1n altinda 13 yaziyor.
Harf Inkilabi sirasinda resmi dairelerde tercih edilmesi de bu egitici tarafindan
otiirii. Kurdelelerle birlestirilmis renkli biiyiik saat anasinifi 6grencilerinin hedi-
yesi. Zaten odanin asil ziyaretgileri de 6grenciler. Cansiz evlatlarini ve onlarda
biriken zamani 6grencilere biiyiik bir 6zenle anlatiyor Erol Bey. Her koleksiyon-
cu gibi o da nesneleri iglevsellik angaryasindan kurtarip tefekkiire ve zamanda
yolculuga aciyor.

Zamanda yolculuga ¢ikan bagka 6grenciler ise Ece ve Arda, Ersa’nin ¢ikaracagi
gocuk kitabinin kahramanlari. Biytilii 1962 sandalyesiyle karsilagip kendilerini
Sivas’ta, geng Metin Atabey Ata’nin yaninda buluyorlar. Aldiklar ilhamla evde
denemeler yapryor, “farkli ihtiyaglar igin farki tasarimlar” iiretmeye galistyorlar:
Ziirafaya erisilebilir dolap ve file dayanikli koltuk... Rityada gériilen tasarimlar
i¢in de bir boliim var. Bagta ¢ocuksu taraflar, “bilinmeyen y6nler” demem bosa
degildi. Ersa gok yaratici enerjiler barindiriyor, ancak bunu ifade etmekte hayli
temkinli. Aslinda tiriin kodlari i¢eren yillik ajanday: “Kiigiik Prens” conceptiy-
le ¢ikarmasi ve devaminda gelen “Alice Harikalar Diyarinda” gibi 6zel tasarim
defterleri epey cesur. Ote yandan bu defterlerle gocuklugunu hatirlayip, gézleri
yasli tesekkiir eden is adamlari olmus. 2012’de IF fletisim Tasarim Odiili‘'nii alan
Box In a Box Idea dergisinin markayla bagi da yeterince bilinmiyor. Tirkiye’deki
tasarim kiiltiiriine ciddi katkilar olan yayin, Ersa’nin giiglii iiretim altyapisindan
ilham alan “Box in a Box Idea” showroom konseptinden ¢ikmis. Genel midir
yardimcis: Yalgin Ata sanatla olan baglarini belli etme vaktinin artik geldigini
agikliyor. Goriiniise bakilirsa 1958’de Anadolu’da baglayan yolculugu uluslararasi
arenaya tagirken tigiincii kusak Ersa’nin yenilikg¢iligine de yeni boyutlar katacak.
Tabii eski hikayelerini hep yeni hikayelerinin hammaddesi olarak kullanarak...

1 “Hayvanlardan Tanrilara Sapiens” kitabinda Yuval Noah Harari
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many years. The big tender bid in 1971 requires moving to Ankara quickly. Four
trucks -three of them full of machines from workplace and one’s half full of Ata
family’s household items- launch forth just a few days after the tender approval.
Metin Ata and his family change their way of life to shrink in order to reduce
the cost of transportation and increase the brand value. Next, there are much
larger goals that saturated partners do not want to be involved in, and in 1978
with the friendly separation of their roads Ersa establishes formally. During this
period when the galvanize fell on the black market, and the allocations were sold
three times in the markets and even in the butchers through a relative channel,
Metin Atabey Ata by means of his practical intelligence, started to manufacture
convectors with serpentine thanks to a neighbor who envelops serpentine. Then,
the fact of being the number of firms making production were less and the state’s
need for fixtures were high, ranked Ersa in the top three in office furniture in a
short time, which continued until 2005. With the rise of wood in the office in
the 1980s, they immediately set up their wooden workshops, and overcome the
inflation of the 1990s by working with equity and taking the material in cash.
Today, Ersa produces with various materials and techniques for various coun-
tries; in addition to office furniture it produces home furniture also. Moreover,
its furniture is durable and flexible just like its founder. The ability to adapt to
changing circumstances from flexibility to deliberate needs, which requires good
evaluation and quick decision making.

Erol Ata, one of the members of the brand’s board of directors, says to his late
father Metin Atabey Ata, “If he decided something, he should have done it in
a day or two, otherwise he would be annoyed” and he tells their first computer
shopping in 1985. As soon as we hear from the newspaper about the computer
fair in Ankara, he says, “We will go and buy computers today because it is a new

technology and we use it” That veteran computer with 3.5-inch diskette brand
Apricot is on display at Erol Ata’s Clock Collection Room today. A more ad-
vanced model used by the sales manager in the 1990s is also in this room. During
this period when we would connect to the Internet over the telephone line, by
exposure to high-pitched voices, the whole company heard when the manager
was online. In fact, you can find old office computers, calculators, phones, type-
writers of many office workers in the Clock Room: This room is like a miniature
media archeology museum of Ersa... Another interesting aspect of this room is
that it exhibits manuscript porcelain plates, each of which is dedicated to anoth-
er year. Erol Ata carefully carved the names of each employee of the company
into the plates. At this point, the room is also an indicator of the value Ersa plac-
es on labor; but of course, the most visible appraisal works overtime. “One has
no future without a past,” says Erol Bey. The clock collection, which started in
the triple library in the authority room in the 1990s, has evolved and expanded
to the corridors of the factory building. He has always been curious about the
different working principles of watches and has always been punctual through-
out his life. In this context, the chamber is also an indicator of Ersa’s good time
management and reliability.

There are more than 2000 pieces in Erol Ata’s the clock temple that he dreams
of turning into a foundation. He used to dream of the watches that he cannot
buy, always buy watches to his wife as present on her birthdays and even of-
fered her a watch as a wedding gift. The earliest piece of the collection is a Brit-
ish-made 1680 onion model pocket watch, was a free flow technical equipment
from the East Bloc countries to the Black Sea cities - especially Trabzon - with
the collapse of the Soviet regime. It was produced in the late days of the Western
Scientific Revolution, when Newton found universal law of gravitation. It ended
up at the Clock Room with the collapse of the Soviet Union, which was founded
with the October Revolution. The most meaningful one for Erol Ata among the
revolutionary clocks is a watch that grieves in the position of “nine past five” in
the Atatiirk Corner. It gives together the appointments before and after the af-
ternoon. For example, it says 13 under 1. The fact that it was preferred in official
offices during the Letter Revolution is due to this trainer. The gift of colorful big
clock kindergarten students combined with ribbons. The main visitors of the
room are students. Erol Bey tells students about their lifeless children and the
time they have accumulated with great care. Like every collector, he frees ob-
jects from the drudgery of functionality and opens them up for contemplation
and time travel.

Other students that time travel are Ece and Arda; the heroes of Ersa’s chil-
dren’s book. They encounter the magical 1962 chair and find themselves in Si-
vas next to the young Metin Atabey Ata. They are experimenting at home with
their inspirations, trying to produce “different designs for different needs”:
Giraffe-accessible wardrobe and mesh-resistant chair... There is also a section
for the designs in the dream. It was not wasted for me to call childish parties
and “unknown aspects” at the beginning. Ersa contains very creative energies
but is very cautious to express it. In fact, it is very courageous to publish the
annual agenda with product codes with the concept of “The Little Prince” and
the subsequent special design books like “Alice in Wonderland” On the oth-
er hand, with these notebooks, businessmen remembered their childhood and
thanked with teary eyes. The link of Box In a Box Idea magazine, which received
the IF Communication Design Award in 2012, is also not known enough. pub-
lication is a significant contribution to the design culture in Turkey, inspired
by the Ersa’s strong manufacturing infrastructure, “Idea Box in a Box” concept
came from the showroom. Deputy General Manager Yal¢in Ata explains that it
is time to show his ties with art. As it turns out, the journey that started in Ana-
tolia in 1958 will carry the international arena, while adding new dimensions to
the innovation of the third generation Ersa. Of course, using their old stories as
the raw material of their new stories...
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egitim sistemindeki yeri tizerine konugtu today’s architectural and design productions
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Avsar Giirpinar: $u soruyla baglamak istiyorum; zanaat, gelenek, aile, mimarlik, uzun
yuzyillardir farkli cografyalarda farkli bicimlerde kullanilagelen kelimeler. Aslinda an-
lam siirekli degistiriyor. En bagta, “Siz zanaatten ne anliyorsunuz?”u sormak istiyorum.

Ali Cindoruk: Tekrar ve nesne ile biteviye bir angajman déngiisii zanaatin temel
karakeeristiklerini olusturuyor bana kalirsa. Siirecin ve nihai nesnenin niteliklerini is-
levsel ihtiya¢ kadar zanaatkarin malzemeyle olan girift, i¢sel ve kargilikli dontuigtiiriicii
iligkisi belirliyor. Genel gercevesi boyle gibi ama burada sert késeli kurallardan bahse-
demeyiz, giiniin sonunda yagayan pratikler esnemeye, evrilmeye, cesitlenmeye ve istisna-
lara agiklar. Genellikle ¢evreleyen bir kiiltiirel iklim, siireklilik, kesintisizlik zanaatlerin
tutunabilmesi i¢in uygun ortami sagliyor. Ornegin yapi teknolojisi ve mimarlik gibi bag-
lam olugturucu faaliyetler i¢inde tag ustasi, ahsap ustasi olarak var olabiliyorsunuz. Bugiin
bir yandan ¢ogu zanaat pratik baglamini ve yasamsalligini kaybetmekte, diger yandan
guncel pratiklerde zanaatlere tutunabilecekleri alan agmaya calisanlar var.

Avsar Giirpinar: O zaman baglam ve siireklilik, yani kesintisizlik icermesi 6nemli.

Ali Cindoruk: Evet, 6yle bir siireklilik gézlemliyoruz. Ayni ifade, gramer ve yapma
bicimlerinin -tabii ufak yerel yorum ve modifikasyonlar ile- devirler boyunca tekrar
edilmesi tizerine inga edildigini goriiyoruz. Her gelenegin kendi mikrokozmosu iginde-
ki kiiltiirel derinlik alanini, seviyesini ve artikiilasyon adimlarini takip edebiliyorsun.
Bazi pratikler belirli bir asamada evrimini tamamlamug gibi duruyor, o nesne ya da tire-
tim pratigi hep ayni seyi tekrar ederek bugiine geliyor, bazisi da parametrelerini de ge-
sitlendirerek ve dolayisiyla derinleserek, yan kollara ayrilarak ilerliyor.

Aslihan Demirtag: Benim aklimda malzeme ile olan siirekli bir iliski canlaniyor. Ge-
lenek ¢ergevesinde kisisel bir bag da oldugunu diisiiniiyorum, malzeme ile zanaatkarin
bir aradaki diyalogu. Ali’'nin de soyledigi gibi tekrar ¢ok 6nemli, o kargilikli diyalog,
yakinlik... Dolayisiyla da siireklilik 6nemli hale geliyor. Farkli sathalardan bir arada
gecmek gerekiyor.

Avsar Giirpinar: Ayni sevgililik gibi. Bir adanmuglik istiyor. Her zaman kargiligini
alamayacagin bir sey...

Aslihan Demirtas: Evet, bir kimya belki bu. Sen malzemeyi doniigtiiriirken malzeme
de seni d6énustiiriiyor.

Ali Cindoruk: Malzeme ile zanaatkir arasinda evrilen dinamik, anlik mutabakatlar
tizerinden ilerleniyor da denebilir. Zanaatkir da malzeme de bir direngle, kendi tolerans-
lar1 ve limitasyonlariyla geliyor; ikisi arasinda bir uzlagma/mutabakat siireci basliyor.

Cansu Ciirgen: Siireklilik zanaatin pargasi olarak tutabilecegimiz 6nemli kelimeler-
den biri. Ama siirekliligi tekrarla iligkili olarak okumak bana daha yakin geliyor. Nere-
deyse bir farkin ortaya ¢ikmadigs, farkin doganin bir pargasi olarak degerlendirilip ka-
bul edildigi, onun disinda bir farkinsa bir ariza olarak belki ortaya ¢ikt1g1 bir durum.

Yine bu malzemenin aktérii déniistiirme kismi bana ilging geliyor; birazcik da bugii-
niin digiinme bigimine uygun bir yaklasim. Yani insan dig1 aktorlerin de doniigtiirme
kudretini bugiin daha iyi anliyor olabiliriz; ¢cagimizin gerekliligi diyebilirim buna.

Avsar Giirpinar: Bir ekleme yapmak istiyorum. Zanaatin bu agir1 gelenekselci ya da
bazen asir1 kapsayici kavramlari g6z ardi eden ya da yeterince 6nemsemeyen, kritik bulun-
mayan tanimlari bana biraz rahatsiz edici geliyor. CNC operatorii ya da 3D printer ile ga-
Lisan biri de bir noktada zanaatkar haline doniigebilir. Yani onunla yeterince vakit gegirdi-
giniz zaman bir birikim oluguyor, ciinkii makine kendi kendine isi bitirmiyor, sizin
yapmaniz gereken bir siirii sey oluyor; dolayisiyla dijital iiretim y6ntemlerini de bu isin
icine katmak istiyorum.

Bagka bir tarafa ¢cekecegim konuyu; zanaatkdrin malzemesiyle ve pratigiyle olan ilig-
kisi diginda bir de o pratigin, o isin gergek hayatla olan iligkisi var ve bunlarin bazilan
6lmeye yiiz tutuyor. Bu neden oluyor? Bunu korumak gibi bir misyonumuz olmali mi1?
Yoksa bunu dogal bir zanaat evrimlesmesi olarak goriip, yavasca ortadan kalkmalarini
mu izlemeliyiz? Bu konuda siz ne diigiiniiyorsunuz; ya da bu tiir bir sorumluluk hissedi-
yor musunuz?

Ali Cindoruk: Geleneksel zanaate iligkin en azindan bazi numune ve yapim bilgileri-
ni -somut olmayan kiiltiirel mirasi- korumak ve kayda almak otomatik olarak ilk aklima
gelenler. Temel mesleki alanlarda bu zaten yapilagelen bir gey. Ornegin mimarlik, gele-
neksel mimarlig1 bityiik oranda kayit altina almigtir herhalde. Buna kargin pratikee siip-
hesiz bazi gelenekler kaybolmaya yiiz tutarken bazi giincel pratikler de, bahsettigin diji-
tal iiretim gibi, zanaatsal nitelik gésterebilir veya birebir zanaate déniisebilir. Iyi niyetli
de olsa yapay (6yle oldugu genellikle sonradan anlagilan) girisimlerle kalic1 sonuglar al-
mak her zaman miimkiin olmuyor.

Ornegin SALT taki Kis Bahgesi projesinde kartonpiyer kullanmaya karar vermistik.
Geleneksel bir kartonpiyer ustasi ile ig birligi yapalim diye yola ¢ikip siireg i¢inde dijital
iiretimde (robotik kesim) karar kildik.

Aslihan Demirtag: Bogazkesen Caddesi'ndeki Fransiz Yetimhanesi’nde at6lyesi olan
kartonpiyer ustayla, Kemal Cinbiz ile gorugmiistiik.

Ali Cindoruk: Kartonpiyerin popiiler oldugu dénemlerde bile “siisleme” niteligin-
den dolay: sorgulayanlar olmustur muhtemelen. Mesele, bu 6znel etiketlemelerden ya
da ihtiyag olup olmamasindan ziyade kolektif zihinlerde bir karsiliginin olup olmamasi
sanirim. Yaygin dolagimda olan fabrikasyon kartonpiyer halen ¢ok yaygin olarak kulla-
niliyor. Ancak zanaatkir isi kartonpiyerin kiiltiirel iklimi artik mevcut olmadig: i¢in
bugiin sadece birkag kisinin devam ettirdigi bir zanaat.

Aslihan Demirtas: Sohbetin baginda Ali, bir baglamin {irettigi ve o baglamin siirek-
liligini kaybettiginde baglamin tiretmis oldugu nesnelerin veya pratiklerin de yok oldu-
gu bir tanimla girmisti konuya. Bu baglamdan devam edecek olursam, zanaatin nesne-
lerinin ve zanaatkérlarin bir bilgiyi, anlayis1 nakleden insanlar ve nesneler oldugunu
diisiiniiyorum. Bunun {izerine TUYAP’ta Arkeologlar Dernegi'nin énciiliigiinde Yigit
Ozar’la birlikte yaptigimiz Nikil isimli bir sergi vardi. “Nesneler nakledenlerdir” diye
ozetleyebilirim sergisinin derdini.

Cogunlukla bu nesnelerin ve pratiklerin baglaminin ¢6ziilme sebebi yerini daha ucuz
ve daha ¢abuk yapilabilen nesne ve pratiklerin almasi oluyor. Bu noktada su soruyu sor-
mak gerekiyor; daha ¢abuk ve ucuz tercih edilen olmak durumunda m1? Ozellikle bugii-
niin iklim krizi ¢er¢evesinde iyice diisiinmek gerekiyor.

Sordugun soruya cevap olarak zanaat diinyay: bir siiregten gegirme sanat1 diyebili-
rim. Nesnelerin kolay atilabilmesi, vazgegilebilmesi miimkiin ve kabul edilebilir oldugu
stirece diinyay1 bu siklikta siiregten gegiriyoruz. Bunun bir limiti var; tagin da, suyun da,
pamugun da limiti var. Malzeme sonsuzdur gibi bir bakis a¢isindan ¢iktigin anda nes-
nelere dair tercihlerini degistirmelisin.

Avsar Giirpinar: I want to start with the following question; craft, tradition, family,
architecture, these are words that have been used in different ways in different geograp-
hies for many centuries. The meaning is constantly changing. First of all, I want to ask
“What do you understand from craft?”

Ali Cindoruk: In my opinion, a ceaseless engagement loop with the object and re-
petition forms the main characteristics of the craft. The intricate, intrinsic and mutual
transformative relationship of the craftsman with the material determines the qualities
of the process and the final object as much as the functional need. The general fra-
mework might look like this, but we cannot talk about rigid rules here, at the end of
the day, living practices are open to being stretched, evolve, diversify and exceptions.
Generally, a surrounding cultural climate, continuity, uninterruptedness provides the
appropriate environment for the crafts to get a footing. For example, you can exist as a
stone master, a wood master within context generating activities such as building tech-
nologies and architecture. Today, on the one hand, many crafts are losing their practical
context and vitality, while on the other hand, some try to open up space in current pra-
ctices for crafts to get a footing.

Avsar Giirpinar: Then it must contain context and continuity, which is uninter-
ruptedness.

Ali Cindoruk: Yes, we observe such continuity. We see that ways of doing, expres-
sion and grammar are constructed based on repetition through ages - of course, with
minor local interpretations and modifications. You can track the field of cultural depth,
it’s level and articulation steps within each tradition’s microcosm. Some practices seem
to have completed their evolution at a certain stage, that object or production practice
always comes to the present by repeating the same thing, and some practices progress by
diversifying also their parameters and thereby deepening and branching.

Aslihan Demirtag: In my mind, I imagine a continuous relationship with the mate-
rial. I think there is also a personal connection within the framework of tradition, the
dialogue between the material and the craftsman. As Ali said, repetition is very impor-
tant, that mutual dialogue, closeness ... Therefore, continuity becomes important. It is
necessary to together go through different stages.

Avsar Giirpinar: Just like it is with lovers. It demands devotion. You can’t always get
something in return for ...

Aslihan Demirtag: Yes, maybe this is chemistry. As you transform the material, the
material transforms you.

Ali Cindoruk: It can be said that it is proceeding through dynamic, instant agre-
ements that evolve between the material and craftsman. Both the craftsman and the
material come with resistance, their tolerance and limitations; and a process of reconci-
liation/agreement between the two begins.

Cansu Ciirgen: Continuity is one of the important words that we might keep as part
of the craft. However, reading continuity concerning repetition seems closer to me. A
situation where almost no difference emerges, the difference is considered and accepted
as a part of nature, and a difference other than that maybe arises as a malfunction.

Again, the fact that this material transforms the actor is interesting for me; this is
an approach that somewhat fits today’s way of thinking. In other words, we might be
understanding better the transformation power of non-human actors today; I can call
it the necessity of our age.

Avsar Giirpinar: I want to add something. I find a bit disturbing the definitions of
craft that are not critical, that are overly traditional and that ignore or underestimate
sometimes overly inclusive concepts. A CNC operator or someone working with a 3D
printer can also become a craftsman at some point. So, when you spend enough time
with it, know-how accumulates because the machine doesn’t finish the job by itself, the-
re are a lot of things you need to doj; therefore, I want to include also digital production
methods within crafts.

I want to address something else; apart from the relationship of the craftsman with
his/her material and practice, there is also the relationship between that work and the
real life, and some of these are about to die away. Why is this happening? Should we
have a mission to preserve this? Or should we see this as a natural evolution of craft and
watch it disappear slowly? What do you think about this matter; or do you feel this kind
of responsibility?

Ali Cindoruk: To preserve and record at least some samples and production infor-
mation - the intangible cultural heritage - of traditional crafts is what initially comes to
my mind automatically. This is already practiced in basic professional fields. For examp-
le, architecture has probably recorded traditional architecture to a great extent.

However, while in practice, undoubtedly, some traditions have disappeared, some
current practices, like the digital production you are talking about, can either display
crafts-like quality or transform into crafts. It is not always possible to get permanent re-
sults with artificial (generally recognized to be so in retrospect) initiatives, even if they
are in good faith.

For example, we had decided to use carton-pierre in the Winter Garden project in
SALT. We set out to cooperate with a traditional carton-pierre master yet in the process
decided on digital production. (robotic cutting)

Aslihan Demirtas: We had a meeting with the carton-pierre master who had a
workshop in the French Orphanage on Bogazkesen Street, Kemal Cinbuz.

Ali Cindoruk: Even during the times when carton-pierre was popular, there were
probably those who questioned it because of its “ornamentation” quality. I think the
question is, rather than these subjective labels or whether there is a need or not if this
has a resonation in the collective minds. Fabricated carton-pierre, which is widely in
circulation, is still widely used. However, since the cultural climate of craftsman-made
carton-pierre is no longer present, it is a craft that only a few people continue today.

Aslihan Demirtas: At the beginning of the conversation, Ali introduced the subje-
ct with a definition that the objects or practices produced by a context disappear as the
context loses its continuity. If I continue from this context, I think that the objects of craft
and craftsmen are objects and people that convey a certain knowledge and understanding.
There was an exhibition titled N4kil (Transport), which we held together with Yigit Ozar,
under the leadership of Archaeologists Association in TUYAP, that was about this subje-
ct. I could summarize the question of the exhibition as “objects are transporters”.

Often, the reason for the disintegration of the context of these objects and practices
is that they are replaced by cheaper and quicker objects and practices. At this point, it

“Siireklilik zanaatin pargasi olarak tutabilecegimiz 6nemli
kelimelerden biri. Ama siirekliligi tekrarla iligkili olarak okumak
bana daha yakin geliyor. Neredeyse bir farkin ortaya ¢ikmadigi,
farkin doganin bir parcasi olarak degerlendirilip kabul edildigi, onun
disinda bir farkinsa bir ariza olarak belki ortaya ¢iktig1 bir durum.”

Cansu Curgen
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“Continuity is one of the important words that we might keep as
part of the craft. However, reading continuity concerning repetition
seems closer to me. A situation where almost no difference emerges,

the difference is considered and accepted as a part of nature, and

a difference other than that maybe arises as a malfunction.”

Cansu Ciirgen
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Misal, kirk-elli sene 6ncesinin bilgisine bugiin vakif olamayabiliyoruz. Bir malzeme-
nin kiymeti veya bir nesnenin 6zenli kullanimi gibi. Boyle bir hafizay: kaybetmemek
i¢in siireklilige kiymet veriyorum; ama bu siirekliligi saglayabiliyor muyuz ondan ¢ok
emin degilim. Siirekliligi bozansa ucuz-kolay-¢abuk tiglisiiniin hayatimizin olmazsa ol-
mazi haline gelmis olmasi.

Cansu Ciirgen: Nesneyle kurdugumuz iligkide nesneden sogumak bugiine ait bir
liks. Nesneye dair sevme-sevmeme gibi kullandigimiz kelimeler, bir baglanma durumu
var, bu da sunu gosteriyor bence; arzulayarak ediniyorsun, sonra da soguyorsun, kagi-
nilmaz bir sey bu. Problem surada bagliyor; aldigin seye zaten yabancisin, emegine de,
onun iiretilme kosuluna da yabancisin, pargalarin nasil bir araya geldigini bilmiyorsun,
sana verilen son hali paketli hali. Onunla herhangi bir iliski kurmadigin i¢in, herhangi
bir siirecine dair bir fikir de pek gelistirmedigin i¢in soguyabiliyorsun. Zanaatte béoyle
sevme sevmeme gibi bir tartigma yok, baglanma baglanmama durumu bana pek gergek-
¢i gelmiyor. Boyle bir arzu diizeyinde kurulan bir iligki gibi gelmiyor.

Avsar Gurpinar: Disiinecek olursan aslinda zanaatin higbir duygusal yan1 yok. Za-
naatin ortaya ¢ikma nedeni de ihtiyacimizi iiretmekti ve bu ihtiyaglari yapa yapa zanaat
olustu. Zanaatkérin oglunun da o zaman fazla bir segenegi yoktu, ayni iliskiyi devam
ettirecek. Tabii bu isi tek bir kisi ve tek bir pratige indirgedigimiz zaman aslinda yanlig
bir tanimlamaya girmis oluyoruz. Bir zanaatkér olamaz, yani bir zanaatkar ve bir zanaat
tipi olamaz aslinda; o yiizyillarca siirecek ki zanaatkar neredeyse gériinmez bir tiir ope-
rator haline gelecek. Tabii ki onun el isciligi isin 6nemli bir kismi. Bugiinse 2 saatlik
kesintisiz bir konsantrasyonumuz yok belki. Bu kadar parcali bir zamanda yasarken, bu
kadar bilginin her yerde her sekilde var olmasi durumunda da; dyle bir pratik nasil var
olmaya devam edilebilir diye diisiiniiyor insan.

Ali Cindoruk: Evet, zanaatlerin ihtiyagtan yola ¢ikmasi s6z konusu. Oncesinde sivi-
y1 tutacak bir kaba ihtiya¢ duymak, zamanla bes farkli siv1 tipi i¢in bes farkl: tipte kap
yapmak -buna bir anlamda 6zellesme de denebilir- benzeri evrilmelerle ilerledigini var-
sayabiliriz. Jenerasyonlar arasi aktarimla ilerleyen pratiklerde anonimlesmeden ve ope-
ratorliikten s6z edilebilir. Diger taraftan, kiiltiirel ve cevresel parametrelerin esnekligi ve
muglakligy, kisisel izler birakmay1 da miimkiin kiliyor. Bu izlerin giderek 6zellesmesi ise
kabin bezemelerle siislenmesinden renklendirilmesine, bagka islevler eklenmesinden
form varyasyonlarina uzanabilecek genis bir yelpazede ifadeler araciliiyla gerceklese-
bilir. Thtiyag dis1 nedenlerle ihtiyag fazlasi iiretimin devam etmesi ise virtiidzliik, nesne-
nin fetigizasyonu gibi esasinda zanaata digsal kalan ve daha karmagik toplumsal dina-
mik ve taleplerin hakim oldugu bir katmana isaret ediyor. Orada zanaatkir ile
malzemenin dogal iiretim kapasitelerinin 6tesine gegen Olcekte ve siklikta orantisiz
tiretim talepleri baglayabiliyor. Oysa kendine yeter 6l¢ekte kalindiginda siirdiiriilebilir
bir déngii yakalanabiliyor.

Liana Kuyumcuyan: Ornegin minyatiir sanatinin geleneginde de taklit ve tekrar
eden sanat¢i en iyi sanatgidir denir; simdi de gelenek tizerinden diigiiniince de aslinda
tekrar ettigimiz sey geleneksel iiriin olmusg oluyor belki. Bu noktada tasarimcilar olarak
bu tekrar eden diizeni biz degistirip bugiine adapte ederken gelenek kelimesinin digina
mu g1kiyoruz? Bir sekilde bugiine adapte etmeye galisip, yasatmaya ¢alisirken kelimenin
anlamini m1 degistiriyoruz?

Avsar Giirpinar: Belki 6ziinde bir geligki mi var? Zanaatkar ayni seyi tiretirken
nesne degisiklige ugrayabiliyor ama o nesnenin degisiklige ugrama hizi zanaatkéarin
o6mriinden daha yavas. Belki bir sonraki jenerasyonlara ufacik bir pargasi gegiyor. Di-
ger tarafta ise bugiiniin tasarimcisi ve mimari o tekrari istemiyor, taklit istemiyor. O
zaman bu iligki bagtan 6lmeye mahkum mudur? Zanaatte iiriin gelistirme diye bir sey
var mui, olabilir mi?

Ali Cindoruk: Zanaatin karakeeristik 6zelliklerinden bir tanesi iglevsel ya da bigimsel
bir yeniligi (ya da yenilige iliskin fikrini) genellikle dogrudan yapma eylemiyle ortaya
koymasi. Tasarim s6z konusu oldugunda ise yeniligin bilingli ve 6nceden planlanmis oldu-
gunu, yani bahsettigin sekilde iiriiniin gelistirildigini goriiyoruz. Uriin gelistirme “Nasil
bir yeni kolektif fayda saglar, hangi paylasim degerini yesertir?” sorusu yerine bugiin artik
biitiiniiyle “Nasil bir yeni en yiiksek karlilig1 saglar?” sorusunu énceleyen bir nosyon sani-
rim - ve tasarimin genellikle stilizasyona indirgendigi, pazarlama parametrelerinin belir-
leyici oldugu siiregleri hakim kiliyor.

Anlamli bir gerekge ortaya koyamayan tekrar ve taklit -bugiiniin mimari bilgisi ve
teknolojisi ile ‘Sinan camisi’ yapmak gibi- anlaml1 bir faaliyet degil haliyle. Tasarimci-
nin yeniyi arama dirtiisii, kendisini ve pratigini ayristirmak istemesi ¢ok anlagilir, diger
taraftan bugiin fikirleriyle birbirinin ayagina basan, 6ne ge¢cmek endigesiyle hamle ya-
rigtiran yaratici kalabaliklar diizeninde 6zgiinliigii neye bagli olarak atfediyoruz, nasil
tanimliyoruz onu da yanitlamak kolay degil.

Ozgiinliik ve taklit kavramlarinin ne kadar1 yiizeyden tespit edilebilir, hangi nitelige ne
derinlikte rastlariz, bir nitelik hangi durumlarda makbul olur ya da olmaz - hepsi vaka
6zelinde degisebilen durumlar. Tasarim diginda sanat, bilim gibi disiplinler de orijinal,
kopya, telif, fayda, miigterekler gibi kavramlar ¢ergevesinde on yillardir tartigiliyor.

Avsar Giirpinar: Yenilikgilik oluyor, yenilik yetmiyor.

Aslihan Demirtas: Yani yenilik (novelty) ve yenilik (innovation) kelimeleri arasin-
daki farktan bahsediyorum. (Ingilizce’deki tanimlarla daha oturuyor.) Neden bu yeni
seyin, yani farklinin ardina diigiiyoruz sorusunu sormak gerekiyor. Bir aragtirmada oku-
mugtum, insanlar yeni bir seye sahip olmak i¢in degil, almak ve almaya devam edebilme
potansiyeline tutunuyor. Belki de 6liimlii olmamizla alakali. Hayattaki olimliligiine na-
sil bakiyorsun ve bununla aslinda nasil miizakere ediyorsun? Zamani, dikkatini dagitarak
daha ufak fragmanlara bélmeni saglayarak seni rahatlatan bir takim nesnelere ihtiya¢ du-
yuyorsun. Burada da ucuz-kolay-gabuk olan, sonugta titketime dayali kapitalist sistemin
kendi kendini miitemadiyen yenileyebilmek, yeni iiriin satabilmek tizerine kurmus oldu-
gu efekeif ve cazip ¢ark herkesin hayatini déndiriyor.

Cansu Ciirgen: Aslinda bir degerler meselesine gelmis olduk; kendi pratigimizin
bir pargasi olarak zanaat ve bugiiniin egitim ortamini bulusturma, ya da ondan yarar-
lanma. Mesela zanaatin birkag giinliik bir residency’si olur mu? Zanaatin workshopu,
haftasonu kursu, staj1 ya da bir at6lyesi de olur mu acaba? Daha dogrusu bu bulugma-
larin kodlar: neler olur? Kendimi de katarak soruyorum bu soruyu, yani kisisel bir
merak olarak bu ortamin i¢ine girmek var, bir de bunu kendinden ve kendi zamanin-
dan biiytik bir misyona endeksleyerek, kendi varligini da neredeyse bir kurtariciya
benzeterek yapmak var. “Miijdeliyorum size, yasayacaksiniz, yasatacagim!” der gibi.
Bu paradigmadan, bu egitim piyasasindan o ortama girmek, o ortama bakmak da tar-

is necessary to ask the following question; does the quicker and the cheaper need to be
preferred? In particular, it is necessary to think thoroughly within the framework of
today’s climate crisis.

In reply to your question, I could say that craft is the art of making the world go th-
rough a process. As long as it is possible and acceptable that objects are easily discarded,
abandoned, we are processing the world at this frequency. There is a limit to this; stone,
water, and cotton also have limits. As soon as you give up your viewpoint that assumes
material is endless, you should change your preferences with regards to objects.

For example, today we may not be able to know forty-fifty years ago. Like the value of a
certain material or the careful use of an object. I value continuity in order not to lose such
a memory, but I am not so sure if we can ensure this continuity. What interrupts the con-
tinuity is the fact that the cheap-easy-quick trio has become the sine qua non of our lives.

Cansu Ciirgen: Being put off by the object in our relationship with the object is
a luxury of today. There are words we use with regards to the object, like loving-not
loving, and there is a state of attachment, which I think shows this; you acquire it with
desire, then you are put off, this is inevitable. The problem starts here; you are already
alienated from what you have acquired and its labor or the conditions of its production,
you do not know how the pieces came together, the final version handed to you is the
packaged one. You can be put off because you don’t have any relationship with it becau-
se you haven’t developed an idea about any of its processes. There is no argument in the
craft such as loving or not loving it, I don’t think that being attached or not is realistic.
It does not sound like a relationship established at such a desire surface.

Avsar Giirpinar: If you think about it, there is no emotional aspect of craft. The re-
ason for the emergence of the craft was to meet our needs, and a craft made to do these
needs. The craftsman’s son did not have much of a choice then, he would continue the
same relationship. Of course, we make a wrong definition when we reduce this work
to a single person and a single practice. There cannot be one craftsman, that is, a single
craftsman and a craft type; it will last for centuries so that the craftsman will become
an almost invisible operator. Of course, manual labor is an important part of the job. As
for today, maybe we don’t have a continuous concentration of 2 hours. One thinks how
such a practice can continue to exist while living in such a fragmented time when so
much information exists everywhere in every way.

Ali Cindoruk: Yes, there is the case that crafts emerged out of necessity. We can assu-
me that this has proceeded with evolutions such as priorly needing a container to hold
the liquid, and then making five different types of containers for five different liquid
types over time - this could also be called specialization-. One can mention anonymi-
zation and operatorship in practices that proceed by transference between generations.
On the other hand, the flexibility and ambiguity of cultural and environmental parame-
ters make it possible to leave personal traces.

The increasing specialization of these traces can be achieved through a wide range of exp-
ressions that can range from the adornment of the container with ornaments to its coloring,
or from ascribing to it other functions to form variations. The continuation of surplus pro-
duction for reasons other than needs points to a layer, actually external to the craft such as
virtuosity and fetishization of the object, dominated by more complex social dynamics and
demands. There, disproportionate production demand begins on a scale and frequency that
goes beyond the natural production capacities of the craftsman and the material. However,
a sustainable cycle could be achieved when remaining on a self-sufficient scale.

Liana Kuyumcuyan: For example, in the tradition of miniature art, the artist who
imitates and repeats is said to be the best artist; now, when we think about tradition,
what we repeat may be traditional products. At this point, do we as designers go beyond
the word tradition as we adapt this recurring order to the present? Are we changing the
meaning of the word as we somehow try to adapt it to today and keep it alive?

Avsar Giirpinar: Maybe there is a contradiction in essence? While the craftsman
produces the same thing, the object can change, but the speed of that change is slower
than the life of the craftsman. Maybe a little bit of it is transferred to the next generati-
ons. On the other hand, today’s designer and an architect do not want that repetition,
s/he does not want an imitation. So, is this relationship condemned to die since the
beginning? Is there or can there be anything called product development in craft?

Ali Cindoruk: One of the characteristic features of craft is that it often reveals a fun-
ctional or formal innovation (or its idea of innovation) through the act of doing it dire-
ctly. When it comes to design, we see that innovation is conscious and pre-planned, that
is, the product is developed in the way you mentioned. I guess product development is
a notion that prioritizes today the question “What kind of a new one will provide the
highest profitability?” rather than “How it could provide a new collective benefit, which
shares value does it allow for?” - and it allows for the processes where design is often
reduced to stylization and marketing parameters are decisive, to dominate.

Repetition and imitation, which cannot provide a meaningful justification -such as
making a ‘Sinan mosque’ with today’s architectural knowledge and technology- is not
a meaningful activity. The designer’s urge to search for the new, to separate him/her-
self and his/her practice from the others is very understandable; however, on the other
hand, it is not easy to answer how we define and attribute originality today in this order
of creative crowds that step on each other with their ideas and race to move forward
fueled by the anxiety of coming to the fore.

How much of the concepts of originality and imitation can be detected from the
surface, which quality we encounter at what depth, when is a quality acceptable or not -
all of these can change in a case-by-case fashion. Apart from design, disciplines such as
art and science have also been holding discussions for decades within the framework of
concepts such as original, copy, copyright, benefit, and commons.

Avsar Giirpinar: Innovation happens, novelty is not enough.

Aslihan Demirtas: In other words, I am talking about the difference between the
word’s novelty and innovation. We should ask why we seek this novel, in other words, a
different thing? I had read in a study that this is so because people hold on to the poten-
tial of buying and being able to continue buying, not to own something new. Maybe this
has to do with our mortality. How do you look at your mortality in life and how do you
negotiate with it? You need several objects that comfort you by enabling you to divide
time into smaller fragments by distracting your attention. And here, the cheap-easy-qu-
ick one, the effective and attractive wheel that the capitalist system has established to be
able to consistently renew itself and sell new products turns everyone’s lives.

“Bugiin Sishane’ye baktigimizda bir avizenin yapiminda kag atolye gezdigini

disiinmek lazim... Dolayisiyla bu konuyu tekil bir bicimde ele alip korumaya

caligmak yetmiyor. Kuyumcukent, Tekstilkent gibi yerlerin ¢alismamasinin sebebi

de bu; sen kuyumculugu Eminénti bolgesinden, Tahtakale’den, Kapaligarsi’dan

oldugu gibi alip bagka bir yere yerlestirdiginde orada, esas onlarin yagsamasini

saglayan seyleri, yani i¢ organlarini tagimadigin i¢in ¢caligmiyor.”

Avsar Gurpinar

tisilmasi gereken problemler doguruyor. Bu siirekliligin, yapilan isin, degerlerin, orada-
ki ortamin ve kiiltiirel aktarimin tekil bir zamanda, tekil bir gézlemci tarafindan deger-
lendirilip degerlendirilemeyeceginden emin degilim.

Avsar Giirpinar: Ali’nin anlattiklar soyle bir sey canlandirdi zihnimde; zanaatkar
-en konvansiyonel tanimiyla diisiinecek olursak- hayati olan seyleri iiretiyor. Yani senin
gercekten su i¢mek icin ihtiyacin olan, oturmak i¢in ihtiyacin olan, bagini sokmak i¢in,
doga kosullarindan korunmak igin ihtiyacin olan seyleri tiretiyor. Bu seyleri sen zanaat
disinda bagka iiretim modlariyla iiretmeye basladigin anda zaten -fabrikada ya da seri
bagka bir bicimde- zanaat dedigin sey bosa ¢ikiyor; hayati olmaktan uzaklasiyor, hayati
olmaktan uzaklagan sey de bir tiir litks haline geliyor.

Bir de bu tekillik meselesine donmek istiyorum; bugiin $ishane’ye baktigimizda bir
avizenin yapiminda kag atdlye gezdigini diigiinmek lazim; oradaki ¢ay ocaginin da 6ne-
mi var, telin alindig1 yerin de 6nemi var, belediyenin verdigi/vermedigi hizmetin de
6nemi var. Dolayisiyla bu konuyu tekil bir bicimde ele alip korumaya ¢aligmak yetmi-
yor. Kuyumcukent, Tekstilkent gibi yerlerin ¢alismamasinin sebebi de bu; sen kuyum-
culugu Eminonii bélgesinden, Tahtakale’den, Kapaligarsrdan oldugu gibi alip bagka bir
yere yerlestirdiginde orada, esas onlarin yagamasini saglayan seyleri, yani i¢ organlarini
tagimadigin i¢in galigmiyor.

Bir de Canswnun bahsettii, tasarimci adayini egitim sistemi igerisinde zanaate dogru
6teleme konusu var. Burada egitimcinin o 6grenciyi ileride nerede gordiigii de 6nemli bence.

Ali Cindoruk: Endiistriyel iiretim modunun uzunca bir siireg i¢inde zanaati bosa ¢1-
kardig1 kesin. Hayati veya fayda saglar olmaktan keyfi, nostaljik ya da liiks titketim nesne-
si olmaya gegis yapiyorlar. Diger taraftan gelismeler her ne kadar lineer ve tek yonli gibi
okunsalar da esasinda dongiisel mekanizmalar ve gegmiste kaldig: ditgiiniilen birgok olgu,
nesne ve pratik -zanaat gibi- yeni baglamlarda tekrardan dolagima girebiliyor, hayatiyet
kazanabiliyor. Iklim krizi gibi beklenmedik degisimlere yol agan biiyiik 6lgek dinamikle-
rin baskin oldugu bir zamanda -dijital tiirevleri bagta olmak iizere- zanaatkarlik hayatiyet
kazanirsa sanirim sagirmayacagiz. Zanaatsal iiretim kisiye/duruma 6zellestirme (customi-
zation) anlaminda zaten uzun siiredir popiilerlik kazanmuis bir pratik.

Sishane 6rnegiyle degindigin tekillik ise epey kritik bagka bir konu. Dedigin gibi
caycisindan telcisine, butoncusundan esnaf lokantasina bu iireticilerin bir ekosistemi

Cansu Ciirgen: Actually, we have come to a question of values; craft as a part of our
practice and bringing it together with today’s educational environment or benefit from it.
For example, might craft have a few days’ residencies? Does craft also have a 14-week studio?

We find ourselves approaching (it) almost as a favor. 'm not keeping myself apart from
this. In other words, one might get involved with this environment as a personal curiosity,
or one might do it for a mission bigger than oneself and one’s own time, likening one’s
existence to a savior. Like saying “I have good news, you will live, I will make you live!”

So, entering that environment, or looking at it from this education-market, from this
paradigm creates a problem. Therefore, it gives birth to a singular design object and a
singular designer, not one that has a relationship with the craft or understands the craft.
I am not sure if this continuity, work done, values, the environment there and the cultu-
ral transference, can be evaluated by a single observer in a single time.

Avsar Giirpinar: What Ali told made me imagine the following in my mind; the
craftsman- if we think of it in its most conventional definition - produces what is vital.
In other words, s/he produces the things you need to drink water, to sit, to put your
head under, to be protected from the natural conditions. As soon as you start producing
these things with other modes of production other than that of craft -in a factory or by
another means of mass production- what you call craft anyway comes to nothing; it is
no longer vital, and what is no longer vital becomes a kind of luxury.

I also want to return to this singularity issue; when we look at Sishane today;, it is
necessary to think about how many workshops a chandelier visits during its constru-
ction; the tea house there, the place where the wires are bought, the services that the
municipality provides/or not, all of these have a significance. Therefore, it is not enough
to deal with this issue singularly and try to protect it. This is the reason why places like
Kuyumcukent (Jewelry-town) and Tekstilkent (Textile-town) do not function; when
you remove jewelry-making from Tahtakale, the Grand Bazaar, the Eminonu region,
and place it somewhere else, it doesn’t work because you don’t transport with it the
things that enable its livelihood, that is, its internal organs.

There is also the case of shifting the designer-to-be to crafts within the education
system that Cansu mentioned. I think it is also important where the educator envisions
that student to be in the future.

“When we look at Sishane today, it is necessary to think about how many

workshops chandelier visits during its construction ... Therefore, it is not enough

to deal with this issue singularly and try to protect it. This is the reason why places

like Kuyumcukent (Jewelry-town) and Tekstilkent (Textile-town) do not function;

when you remove jewelry-making from Tahtakale, the Grand Bazaar, the Eminonii

region, and place it somewhere else, it doesn’t work because you don’t transport

with it the things that enable its livelihood, that is, its internal organs.”

Avsar Gurpinar
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s6z konusu ve bu sistem ancak biitiinselligi korunursa galisiyor. Pargalarina ayrildig: ya
da baglamindan kopartildig1 noktada yasamini idame ettirmesi gii¢. Tasarimin bir et-
ken olarak bu ekosistem ile etkilesime ge¢mesi biitiinselligin devamina, belki bir nebze
o biinyeyi giiglendirici katki yapabilir ki zaman zaman tasarim diinyasi ile zanaatkérlar
arasinda devamlilig1 olan, kargilikli déniigtiiriicii ve anlamli pratikler kuruldugunu gé-
rityoruz. Siklikla da tek seferlik bir fayda aligverisi seklinde igbirlikleri s6z konusu olu-
yor. Ornegin isimsiz bir bakir ustasini kesfedip, onun yaptig1 nesnenin bir yerine bir
tasarimct “dokunugsu” yerlestirerek birlikte “katma deger” trettigine inaniyorsun. Bu
da, orantisiz 6lgeklerden kagindig1 ve sorgulayici 6zelestirisi ile beraber geldigi siirece,
siiphesiz bir etkilesim yaparak deneyerek 6grenme seklidir.

Avsar Giirpinar: Burada s6yle bir geliski de var; yani tasarim béliimlerinde stiiddyolarin
neredeyse tamamu bireysel proje. Mimaride bile bir mimar bir binay: yaparken kag¢ kisi
caligtyor; hangi fikrin kimin fikri oldugunu, miiellifinin kim oldugunu nasil syleyebilir-
sin? Ama okulda “Benim projem, ben béyle diigiindiim, ben, ben, ben..” Bu kadar “ben”li
bir taraf varken, diger tarafta yapanin neredeyse goriinmez oldugu bir sistem var. Bir do-
kumaciya dokudugunun aynis1 bir hali gétiirseler ve gosterseler “Benim degil ki” diyecek
neredeyse. Yani bir miielliflik, autorship (otorite) baskis1 var. Bundan 100-150 sene 6nce
bir zanaatkéra gidip “fikrin miilkiyeti” desen bir kargilig1 olmazdi herhalde.

Cansu Ciirgen: Benim konudan bagimsiz olarak eklemek istedigim bir sey var. Geg-
tigimiz Venedik Mimarlik Bienali’nde sergilenen Vardiya projemiz kapsaminda, Taking
Scarpa for a Walk workshop’unu yaparken biiyiik bir sansimiz olmugtu. Moira Valeri sa-
yesinde ekipge bir gondolhaneyi gezmistik. Orada gordiigiim sey benim igin bu mesele-
nin kristallesmis hali idi. Gondol yapiminin oldugu yer ahgap bir yapi, hemen kanal
kenarinda, dolayisiyla biitiin mimari fonksiyona ve akisa gore sekillenmis, zamanla da
adeta yap1 {iriiniin, iiriin de yapinin igine akmus, erimis; yapinin kolonuyla gondolun
kivrimi bir olmus. Nesilden nesile aktarilan siirekli bir bilgi birikimi var, malzeme de-
gismiyor, gondolun o asimetrik yapisi degismiyor, gondolun bagli bagina bir heykel olan
vites kolunun yapimi degismiyor, agaci, boyas: degismiyor, ama biitiin bu degismemez-
lik hali aslinda 6yle bir degisip birbirinin i¢ine giriyor ki. Birbirinin i¢inde erimek ve bir
arada calismak boyle bir sey bence, bir dolagik kompleks, bir makine haline gelmek ve
onun daha genis 6l¢ekee, kiiltiirii, kanallari, biitiin sehri sekillendirmesi. Dedin ya Ku-
yumcukent yagamryor, evet ¢iinkii zanaat dedigin sey sadece hos bir el 6rnegi bir is degil
ciinkii, sadece bir endiistri kolu veya fonksiyon y1gin1 da degil; her sey birbirine bagli, o
degerler biitiin o ag. Uriin 6lgeginden kent dlgegine.

Avsar Giirpinar: Her sey birbiriyle ilintili. Bir seyin degismeden kalabilmesi, aslinda
gevresindeki her seyin degismeden kalabilmesine bagli. Bir de s6ylemek isterim; illa bir
sosyal sorumluluk hissetmek zorunda degiliz, illa o zanaat1 ayakta tutmak, korumak,
onu yogun bakima almak, pamuklara sarmak zorunda degiliz. Ali'nin de dedigi gibi,
ben kimim ki sedef kakmacili1 kurtarayim veya $ishane’yi kurtarayim da diyebilir-
sin”Evet ben bu zanaatkdrdan faydalaniyorum, onun iyi bildigi seyle kendi iyi bildigim
seyi birlestiriyorum ve evet bundan para kazaniyorum” diyebilirsin, ama bu samimiyet-
te olmak 6nemli.

AVS AVGHRBIVRIN NE R VECINIIRDRRUK

Ali Cindoruk: The industrial mode of production will certainly, in the long run,
invalidate crafts.

Crafts are shifting from being vital or useful to being arbitrary, nostalgic or an item
of luxury. On the other hand, although developments might be read as linear and unidi-
rectional they are cyclical mechanisms and many facts, objects, and practices which are
thought to be a thing of the past can be re-circulated and re-vitalized within new con-
texts. I guess we would not be surprised if craftsmanship - especially its digital derivati-
ves- gains vitality at a time when large-scale dynamics that lead to unexpected changes,
such as the climate crisis, are dominant. Production by crafts is a practice that has long
gained popularity in terms of customization.

The singularity that you mentioned with regards to Sishane is another critical issue.
As you said, there is an ecosystem of these producers, from the tea maker to the wi-
re-maker, from the button shop to the small, local restaurants, and this system works
only if its integrity is preserved. It is difficult for it to survive if it is dismantled or de-
tached from its context. The interaction of design with this ecosystem as an agent may
contribute to the continuity of integrity, and, perhaps to a certain extent, to the stren-
gthening of that body, and from time to time we see that there are mutually transfor-
mative and meaningful practices established between the design world and craftsmen.
Often, there is cooperation in the form of a one-time exchange of benefits. For example,
you discover an anonymous copper master and by bringing a designer’s “touch” somew-
here on his/her object you believe that you produce together an “added-value.” This is
undoubtedly a form of learning by experimenting and interacting, as long as it avoids
disproportionate scales and exercises self-criticism.

Avsar Giirpinar: There is also a contradiction here; that is, almost all of the studios
in the design departments are individual projects. Even in architecture, how can you tell
how many people work on the construction of a building; which ideas are whose, who
is the project owner? But at school, “My project, I thought like that, I, I, I..” There is a
system in which there is so much of “I/me” while the maker on the other side becomes
almost invisible. If they take a carpet to a weaver that is the same as s/he has woven and
show it to her/him, s/he will almost say “not mine”. So, there is an authorship pressure. I
guess, if you went up to a craftsman 100-150 years ago and said “ownership of the idea”,
it would not mean anything for him/her.

Cansu Ciirgen: There is something I want to add regardless of the subject. As part of
our Vardiya (Shift) project exhibited at the last Venice Biennale of Architecture, we had
a great chance while doing the Taking Scarpa for a Walk workshop. Thanks to Moira
Valeri, we visited a gondola-making workshop as a team. What I saw there was for me
the crystallization of this issue. It was a wooden structure just at the edge of the canal,
so the whole was shaped according to architectural function and flow, and over time, it
was almost like as if the building merged with the product and the product with the bu-
ilding; the bend of the gondola has become one with the column of the building. There
is a constant accumulation of knowledge transferred from generation to generation, the
material does not change, the asymmetric structure of the gondola does not change, the
construction of the gear lever of the gondola, which is a sculpture on its own, does not
change, its tree, its paint does not change, but this whole state of immutability changes
so much and everything merges. I think merging and working together is something
like this, becoming an entangled complex, a machine, and this shaping culture, canals,
the whole city on a larger scale. As you said, Kuyumcukent does not live, yes, because
what you call craft is not just a nice manual work sample, nor is it just a branch of in-
dustry or a stack of functions; everything is interconnected, all those values, the whole
network. From product scale to urban scale.

Avsar Giuirpinar: Everything is related to each other. The fact that something can re-
main unchanged depends on the fact that everything around it can remain unchanged.
I would also like to say that we do not necessarily have to feel a social responsibility, we
do not necessarily have to sustain, protect that craft or take it into intensive care or wrap
it in cotton wool. As Ali said, you could say who am I to save the art of mother-of-pearl
inlaid or save Sigshane. You can say “Yes, I am benefiting from this craftsman, I combine
what he knows well with what I know well and yes I make money from it”, but it is im-
portant to show this sincerity.

Iznik Vakfi Cinileri
diinyaya yayiliyor
Iznik Foundation Tiles

expandin

17. yy’da iiretimi duran ¢ini sanatin1 tekrar hayata dondiirmek icin Prof. Dr.
Isil Akbaygil 6nciiliigiinde kurulan iznik Egitim ve Ogretim Vakfi, merkezine
ar-ge’yi alarak 1993 yilinda ¢alismalara basladi. ilk iki yil Kiitahya’dan us-
talar;, TUBITAK ’tan, ITU’den, Princeton Universitesi’nden hocalar1 ekibe
dahil ederek sadece ar-ge calismasi yapan Vakif; 1997 yilinda, 400 yil 6nceki
geleneksel yontem, malzeme ve kalitede Iznik cinisine ulagt1. iznik teki atél-
yelerinde iiretime baglad..

Sadece korumak degil, 6ziine bagli kalarak ¢ini sanatini gelistirmeyi hedef-
leyen Vakif, bugiin iznik Cinilerini tiim diinya ile bulugturuyor.

globally

In 1993 under the direction of its founder Prof. Dr. Isil Akbaygil, the Iznik Foun-
dation with the aim of resurrecting the production of the art of Iznik Tiles be-
gan its initial research and development studies. The Foundation initially only
pursuing research and development and integrating academicians from educa-
tional institutions such as TUBITAK, Istanbul Technical University, Princeton
University by 1997 had produced Iznik Tiles matching the traditional process-
es, materials and importantly, quality from examples from 400 years ago. Soon
afterwards fabrication commenced at the Foundation’s workshops in Iznik.

Today the Iznik Foundation not only conserves the heritage of Iznik Tiles
but also advances the art of Iznik throughout the world while remaining true
to its essence.

IZNIK.COM

iZNiK VAKIF CINILERI

IZNIK FOUNDATION | DESIGN UNLIMITED
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Iznik Vakfr’nin getirdigi yeni bakis agis1 ve uygulamalarla ¢ininin kullanim
alaninin genisledigini goriiyoruz. Camiler, kervansaraylar ve siis esyalarinda
gormeye aligkin oldugumuz klasik ¢ini motiflerinin yani sira modern desen ve
dokunuslarla, i¢ mekénlar ve farkli alanlarda da ¢ini tercih edilerek modern
mimarinin bir parcasi haline gelmeye basladi.

Kanada’dan, Dubai, Abu Dabi, Tayland’a, Japonya’dan Sili’ye diinyanin
dort bir kosesinde villalari, anitlari, metrolar: iznik Vakfi Cinileri siisliiyor.
Mescid-i Aksa’nin restorasyonundaki ¢ini uygulamalarindan, Paris Hermes
magazasinin vitrin ¢alismasina, Oxford Universitesi Islam Kiiltiir Merkezi
(Oxford Islamic Center) ginilerinden, Tokyo Metro istasyonu giydirmesine
kadar uluslararasi pek ¢ok projeye imza atan Iznik Vakfr’nin yurtdisi projeleri
devam ediyor.

IZNIK.COM
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GATES OF PARADISE, LONDRA

The new perspective brought to Iznik Tiles by the Iznik Foundation led to the
expansion of the application of tiles in new architectural settings. Alongside
the mosques, kervansaray and decorative objects that we were accustomed to
seeing the classic Iznik motifs, Iznik Tiles started to become an integral part
of modern architecture through modern patterns and touches in contempo-
rary interiors and other types of spaces.

Iznik Foundation Tiles today enhance private residences, monuments and
public transportation systems all around the world from Canada to Dubai,
Abu Dhabi, Thailand, Japan and Chile. The Iznik Foundation continues work
in international projects adding to its previous achievements in examples such
as the restoration of the Iznik Tiles in the Mescid-Aksa in Palestine, window
designs for the Paris flagship Hermés shop, the Iznik Tiles in the Oxford Is-
lamic Center and the panels of the Tokyo Metro Stations.

IZNIK FOUNDATION | DESIGN UNLIMITED

“Kultiirel mirasimiz,
geleneksel bir degerimiz
olan Iznik Cinilerini
yurtdiginda anlatmaktan,
yurtdiginda 6nemli
merkezlerde ¢inilerimizi
gormekten biiyiik
gurur duyuyoruz”
Iznik Egitim ve Aragtirma

Vakf1 Kurucu Bagkani
Prof. Dr. Isil Akbaygil

“We are proud to
publicize Iznik Tiles
internationally as it is
an important tradition
and heritage of Turkish
culture and it pleases
us to see the tiles
displayed in important
global locations.”

Iznik Education and Research
Foundation Founder and President
Prof. Dr. Isil Akbaygil
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Havana’nin 500. y1li
icin iki 0zel pano
A Unique Wall Panel
for the 500th year of Havana

2019 sonunda Briiksel NATO binasina hazirlanan panonun ardindan iz-
nik Vakfi; Havana sehrinin kurulusunun 500. Yildoniimii vesilesiyle Eski
Havana’ya yerlestirilmek iizere T.C. Biiyiikelciligi’nden gelen 6zel taleple,
100cmx500xm boyutunda iki adet iznik Cini minyatiir pano hazirlandu.
Nasuhi Hasan Colphan tarafindan tasarlanan panolarda, iki sehrin de de-
nizle baglantis1 ortak nokta olarak alinarak deniz, panolarin merkezine
konuldu. Sehre gorsel kimliklerini veren yapilar suyun cevresine siralandi.
Suyu, bulutlari, marti sesleri benzer olan bu iki giizel sehrin tasvirlerinin
ayn1 duvarda, ¢ini iizerinde yillarca birbirine kardeslik etmesi dilendi. iz-
nik atdlyelerinde tamamen el yapimi olarak iiretilen panolar, halka acik
Parque de San Ignacio y Lamparilla in Old Havana’da daimi olarak sergi-
lenmeye baglandi.

IZNIK.COM

After installing a custom Iznik Tile wall panel at the NATO Headquarters in
Brussels, the Iznik Foundation was commissioned by the Ambassador of the
Republic of Turkey in Havana to produce two 100cm x 500cm Iznik Tile pa-
nels with Ottoman miniature motifs to commemorate the 500th year of the
founding of the city. The panels designed by Nasuhi Hasan Colphan are cen-
tered on the theme of the sea recognizing the deep connections that the coas-
tal cities of Havana and Istanbul have with the sea. Common features such as
water, clouds and the sounds of seagulls shared by both cities are depicted in
the imagery of the two panels that hope to unite the two cities together in the
medium of Iznik Tiles for many years to come. The Iznik Tile panels produced
completely by hand in the workshops in Iznik, Turkey, are permanently ins-
talled in the Parque de San Ignacio y Lamparilla in Old Havana.

IZNIK FOUNDATION | DESIGN UNLIMITED



“Istanbul’daki tasarim
ofisimizi bir design
shop mantigiyla
yeniliyoruz. Cinilerin
buiyiilii diinyas: aciliyor
diyebiliriz. Burada
klasik ve modern ¢ini

gun
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“We are renovating
our Istanbul design
center as a design shop.
We can say that the
fantastic world of Iznik
will be on display there.
We are presenting an

uygulamalarini, ¢ininin
insani etkisi altina alan
1is1ltisin1 daha yakindan
gorme firsat1 sunacagiz.
Iki katl1 ofisimizin iist
katinda klasik ve yeni
nesil ¢ini uygulamalari
goriilebilecekken,
yenilenen alt katinda da
tasarim ¢aligmalarimiz
devam edecek”

Iznik Egitim ve Aragtirma
Vakfi Kurucu Baskani
Prof. Dr. Isil Akbaygil

opportunity for visitors
to see closely the aura
that is imbued by classic
and modern designs

in Iznik ceramics.

In our two floor office,
visitors will be able see
on the upper floor classic
and new generation
design while our design
activities will continue
on the lower floor.”

Iznik Education and Research
Foundation Founder and President
Prof. Dr. Isil Akbaygil

Iznik Foundation Tiles Design Shop

Iznik Egitim ve Aragtirma Vakf1 Istanbul’da bulunan tasarim merkezini, ayn
zamanda farkli iiriinlerin ve uygulamalarin sergilenecegi bir mekan olarak,
iznik Foundation Tiles Design Shop adiyla yeniliyor.

Tamamen el igciligiyle Iznik atdlyelerinde iiretilen ginilerin desen ve tasa-
rim ¢aligmalar1 vakfin Istanbul ofisinde gergeklesiyor. Istanbul Bebek’te bu-
lunan tasarim merkezi, ayn1 zamanda klasik ve modern desenlerin ¢inideki
yansimalarinin sergilenecegi bir alana doniigiiyor. Mimar Alper Derinbogaz
tarafindan tasarlanan ve Mayis ayinda agilmas1 planlanan iznik Foundation
Tiles Design Shop’ta giinliik hayatta kullanilabilecek, modern tasarimlardaki
cini iiriinlerin de satista olmasi planlanryor.

IZNIK.COM

The Iznik Education and Research Foundation design center in Istanbul will
now also be an exhibition space for different products and installations of Iz-
nik Tiles with the new name, “Iznik Foundation Tiles Design Shop”.

The designs and patterns realized completely by hand in the workshops of
Iznik are conceived in the Foundation’s Istanbul office. Now the design center
located in the Bebek district of Istanbul will be transformed into a space whe-
re both classic and modern versions of design in Iznik Tiles will be exhibited.
The Iznik Foundation Tiles Design Shop designed by architect Alper Derin-
bogaz is planned to open in May 2020 as a sales point for modern design in
Iznik ceramics as products appropriate for daily use.

IZNIK FOUNDATION | DESIGN UNLIMITED

dosya dossier

Uretimde gelenek

Istanbul'un geleneksel iireticileriyle soylesiler

radition in production

Conversations with traditional artisans of Istanbul

Dosya ve fotograflar
Dossier and photographs:
Nur Horsanali
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dosya dossier

4, Istanbul Tasarim Bienali’nde Istanbul’un
cesitli semtlerindeki anlik liretimlerin izini
surdiigii Halletmek projesiyle yer alan tasarimci-
aragtirmacit Nur Horsanali, Istanbul’daki bes
ureticiyle bir araya gelerek geleneksel iiretimin
gecmisini ve bugiiniinii konugtu

Designer-researcher Nur Horsanali, who participated
in the 4th Istanbul Design Biennial with her project
Halletmek that explores spontaneous production
culture in various districts of Istanbul, came together
with five artisans in Istanbul and talked about
the past and present of traditional production

Uretimde gelenek; iizerine tartisilmasinin, sahip ¢ikilmasinin gerektigini
diisiindtigiim, fakat neden ilgimi ¢ektigini her zaman agiklayamadigim
bir konu. Istanbul'da siiregeldigini tasarim egitimin baglarinda 6grendi-
gim geleneksel zanaatler, benim i¢in 6ncelikli olarak sosyal bir tiretimi
temsil ediyordu. Salt tiretim yapmanin Stesinde, tiretimin toplumsal ve
gegmisteki yonlerini kesfettigim, ustalarin agzindan Istanbul'un dénii-
siimiinii dinledigim, onlarla oturup cay i¢tigim bir halde bulunmakti. Bu
bana, meslegimin baglaminin tasarim-iiretimden ibaret olmadigin; kent,
toplum, etik, kiiltiir, gelenek ile nasil iligkilendigini 6gretiyordu.

Tasarim alaninda yillardir Istanbul’un kaybolmakta olan zanaatleri-
nin ve barindirdiklar: iretim bilgisinin olusturabilecegi potansiyeller
tizerine konuguyoruz. Peki konuyu tasarim alani adina bugiin héla kritik
kilabilen ne? Uzerine ilk diigiinmeye basladigimdan bu yana gegen za-
manda geleneksel liretimin, gegmisten gelen iiretim tekniklerinin ya da
formlarinin zenginliginden veya eskiye duyulan bir tiir 6zlemden dogan
romantiklikten 6te bir sey olabileceginin farkina variyorum. Bugiin iire-
tim geleneklerini 6zellikle siirdurilebilirlik ile iligkilendiriyorum. En-
diistrilesme ge¢mis ylizyillarda tiretim siireglerinde devrimler yaratmuis
ve toplumlar1 doniistiirmiis olsa da, giiniimiizde kaynaklarin yenilene-
bileceginden hizli tiiketildigi bir dénemin gereklilikleriyle eslesmiyor.
Bugiin hem ekolojik hem kiiltiirel siirdiiriilebilirlik i¢in ge¢misten gelen
tiretme bic¢imleri ve aligkanliklari ile olan bagimizi hem mesleki hem
giindelik hayatlarimizda yeniden kurmamiz gerektigini diisiiniiyorum.

Bu dosyada, gelenek ve tasarim arasindaki iligkiyi, Istanbul’da ge-
leneksel -ya da gelenekten gelen- bir iiretim siirdiirmekte olan zanaat-
kér-sanatkarlarin at6lyelerine yaptigim ziyaretler araciligiyla kesfetme-
yi deniyorum. Uretimin kendisinden ¢ok, iireticilerin gelenek kavrami
ile ilgili fikirleri iizerine bir kesifti bu. Uretimde gelenek nedir? Gelenek
eger kiiltiirel aligkanliklarla ilgili ise, bugiin bu aligkanliklar degistikce
tiretim gelenekleri nasil etkileniyor? Gelenekleri giiniin gerekliliklerine
gore nasil yorumlar ve uygulariz? Geleneksel iiretim tasarimciya yerel
kiiltiir, titkketim, ekoloji hakkinda neler 6gretebilir?

Finlandiya'da yagsadigim iki yilin ardindan yeni geri dénmiis oldugum
bir vakitte, bu gibi sehir i¢i tiretimlerin her cografyada var olmayan ve
bulundugumuz baglami 6zel kilan bir gelenek oldugunun farkinda olabi-
liyorum. Sohbet ettigim kisileri geleneksel reticiler olarak atfetmemin
nedeni iirlinlerinin gelenekselliginden ¢ok, endiistrilesmenin kag¢inilmaz
oldugu bir diinyada h4l4 sehir icinde ve elle {iretimlerini siirdiirebilmele-
rine dair. S6ylesiler sirasinda bir kez daha anliyorum ki iiretimde gelenek,
yalnizca 6grenilmis tiretim bilgisi veya formlar degil; tiretim kiiltiiriiniin
pargasi olan aligkanliklar, aktiviteler de olabilir. Uretimde gelenek, seri
tretimin dayattig1 6mrii kisa Griinler yerine kaliteli iiriinler tiretmek, za-
naat mahallelerinde siiregelmis iligkileri siirdiirmek, ya da altmugli yaglara
kadar ¢aligmayi-iiretmeyi siirdiirmekle iligkili olabilir. Uretimde gelenek,
gindelik hayatta baglayan, sokiilen kiyafetlerimizi dikmekte ve hatta el-
lerimizle yemek yapmakta bile var olan bir olgu olabilir.

Tradition in production is a subject that I believe should be discussed
and preserved. Yet it is something I cannot always describe why it in-
terests me. Traditional crafts in Istanbul, whose existence I noticed at
the beginning of my design education, primarily represented a form of
social production. It was beyond mere production of goods and I found
myself in a state where I discovered the social and past aspects of produ-
ction, listened to the transformation of Istanbul from the masters while
having tea with them. This was teaching me how the context of my pro-
fession relates not only to design and production but also to the city,
society, ethics, culture and traditions.

For years, in the field of design, we discuss the craft culture in Istanbul
that is on the verge of disappearing and the potential of its know-how
holds for design. But what makes this subject still critical for the design
space today? Since I first started thinking about it, I realize that traditi-
onal production is more than the richness of past production techniqu-
es and forms, or the romanticism that arises from some kind of longing
for the past. Today, I associate the traditions of production with susta-
inability. Even though industrialization has revolutionized production
processes and transformed societies in the past centuries, it no longer
meets the necessities of a period where resources are depleting. Today, I
believe that we need to re-establish a connection with past production
patterns and habits in both our professional and daily lives for ecologi-
cal and cultural sustainability.

In this dossier, I try to explore the relationship between tradition and
design through my visits to the workshops of artisans who carry out a pro-
duction that is traditional -or relates to traditions- in Istanbul. This was
a discovery on artisans’ ideas on the notion of tradition, rather than the
traditional production itself. What is tradition in production? If traditi-
on is about cultural habits, how will traditions of production be affected
as these habits change today? How can we interpret and apply traditions
according to the necessities of the day? What can traditional production
teach the designer about local culture, consumption and ecology?

Having just returned after two years of living in Finland, I am more
aware that urban production is a tradition that does not widely exist
and makes the context that we are in special. Rather than the traditional
nature of their productions, the reason I refer to the people I meet as
traditional is that they continue to produce in the city and manually in
a world where industrialization is inevitable. During the conversations,
I once again realize that tradition in production is not only the know-
ledge of production or forms; but can be habits and activities that are
part of the production culture. Tradition in production may be about
producing quality goods instead of short-lived ones imposed by mass
production, maintaining ongoing relationships in craft neighborhoods,
or continuing to work and produce until the age of sixty. Tradition in
production can be a phenomenon that exists in daily life, in mending
our clothes and even in cooking hands-on.
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Emin Bolat

Miizisyen-Perkiisyon ustasi, Galata
Musician-Percussion master, Galata

Emin Bolat’in atdlyesinde gecirdigim siirede geleneksel iiretimin, iiretme
eyleminin 6tesinde sosyal bir hal oldugunu bir kez daha hatirliyorum. Sade-
ce iiretim hakkinda degil, hayat, toplum, politika hakkinda da konusuyoruz.
Emin Usta’nin iiretimi, zanaat ve sanat arasinda bir yerde konumlaniyor.
Atolyesinden ¢ikan her darbuka tek; darbukalara islenen her motif kendi
ellerinin, hislerinin, kesiflerinin bir iiriinii. Burada ustaligin-sanatkarligin
tek bir malzemeye ya da araca bagli olmak demek olmadigini; miizigin, se-
ramigin, metalin birbirinden beslenebilecegini gérityorum. El iiretiminin
siirekliliginin, bir yandan ge¢misten 6grenilene acik fikirlilikle bagli olmak-
tan, diger yandan icten gelen bir iiretme sevgisi ile dolu olmaktan gectigini
anliyorum.

Perkiisyon ¢almaya ve yapmaya nasil bagladiniz?

Kiiciik yasimdan beri kendi enstriitmanlarimi yapardim; gazoz kapaklarin
¢ivi ile ortasindan delip kasnaga baglar, zil yapardim. Ilkokul yillarinda sira-
larin iizerinde ritim tutardim ve 6gretmenlerden hep azar isitirdim. 11 yaginda
darbuka -eskiler diimbek olarak hitap eder- ¢almak istedigime karar verdim.
Dugiinleri, konserleri takip ederdim kimler nasil caliyor diye. Oralarda ¢alan
abilerin darbukalarina “Bir dokunabilir miyim?” diye sorardim. Hevesliydim
ciinkii. Digaridan bakinca anlamiyor karsi taraf seni ama darbuka calarken kalp
ritmimin nasil dérde katlandigini ben biliyorum.

Ilkokul bittiginde sinif 6gretmenimiz rahmetli babama “Bu gocuk ¢ok be-
cerikli ama okumaz.” demis. Bundan sonra babam beni berbere ¢irak olarak
verdi. Berberde calisip biriktirdigim maaslarla ilk darbukami aldim. Kiigiik,
aliiminyum, vitrinde durmaktan vidalan paslanmig, koyun derisinden siradan
bir darbukaydi. Cok keyif alarak ¢aliyordum ama babam kizdi ve keserle ezdi
darbukayi. Oradan macera bagladi, simdi buradayiz...

Uretimleriniz gelenekten nasil besleniyor? Darbuka gibi enstriimanlarin
giindelik hayatimizda nasil bir yeri vard1?

Bizim bu atélyede yaptiklarimiz Orta Dogu vurmali ¢algilardir; Latin perkiis-
yon degillerdir. Bizim kiiltiiriimiizden gelen enstriimanlardir tef, bendir, yoresel
davul, darbuka... Diigtinlerde, pikniklerde darbuka ¢alinir; toplanmay: temsil
eder. Eskiden ¢émlekten yapilmus, iizerine iskembeden deri ¢ekilmis, unla yapis-
tirilmig darbukalar vardi. Dogal deri hava sartlarindan etkilenirdi tabii; sert hava-
larda gerginlesirdi sesi. K6y evlerinde yanan ocagin basinda toplanir, darbukay1
wsitirdik bir parga daha galabilelim diye.

Zamanla iiretiminizde neler degisti ya da yeni iiretim gelenekleriniz
olustu mu?

Ornegin, toprak darbukalarimiz var; Avanos’ta dort bes topragi harmanlaya-

During the time I spent at Emin Bolat’s workshop, I realize once again that
traditional production is a social state beyond the act of producing. We are
having talks, not only about production but also about life, society and po-
litics. The production of Master Emin is somewhere between craft and art.
Every darbuka that comes out of his workshop is unique; the patterns on
each darbuka is a product of his own hands, emotions and discoveries.
Here, I observe that mastery-artistry does not mean being tied to a single
material or tool; music, ceramics and metal can influence one another. I
understand that the continuity of artisanal production, on the one hand, is
about being connected to what has been learned from the past with an open
mind, and on the other hand, being full of love for producing.

How did you start playing and making percussion?

I've been making my own instruments since I was little; I would pierce soda
lids in the middle with a nail and tie it to a pulley, turning it into a bell. During
elementary school, I used to tap out beats on the school desks and I was cons-
tantly scolded by the teachers. At the age of 11, I decided that I wanted to play
the darbuka. I kept going to concerts and weddings to see how people played
it. I would ask those musicians if I could touch their instruments. I was very
enthusiastic. It is not easy for others to empathize with this, but I know how
my heartbeat is quadrupled when I play the darbuka.

When elementary school was over, our class teacher told my late father
that I was talented, but I wouldn’t study. After that, my father sent me to a
barbershop to become an apprentice. I bought my first darbuka with the mo-
ney I saved up by working in the barbershop. It was an ordinary, small, alumi-
num and sheepskin darbuka with screws that have rusted from being in the
showcase for so long. I was playing it with great pleasure; but my father got
mad and crushed the darbuka with an hatchet. That’s how the adventure be-
gan and here we are...

How do your products benefit from traditions? What was the place of
instruments like darbuka in our daily lives?

We produce Middle Eastern percussion here, not Latin. Tambourine, frame
drum, traditional drum, darbuka are instruments from our culture... Darbuka
is played at weddings and picnics, and represents gathering. In the past, there
were darbukas made of clay on which leather was cut from rumen and glued
with flour. Natural leather is affected by weather conditions; it would sound
tense in harsh weather. Therefore, we would gather around the burning hearth in
the village houses, so that we could warm the darbuka and play one more song.

What has changed in your production over time? Do you have new tradi-
tions of production?

For instance, we produce completely handcrafted clay darbukas by blending
five types of soil in Avanos. There became a tradition to go to Avanos one or
two times a year. We could have set up a pottery workshop in Istanbul, but we
didn’t prefer to do so. Because by going there, we reset ourselves once or twice
a year; we work away from technology and experience the ambiance of that en-
vironment. The air, the soil is so different there. We work with Mehmet Koriik-
¢ii, one of the most valuable masters in the region, who also became our friend.

Do you think traditional production has disappeared? What causes this?

Unfortunately, it disappears. It’s a pity. Manual labor is no longer valued.
Not only crafts, but handwork is lost in every sense. For example, our mothers
used to prepare their dowry themselves -things that require handwork such as
lace and embroidery. We grew up seeing these. Therefore, I consider myself
luckier than you young people. Nowadays there are dowry businesses. There
were carpentry workshops back then; now everything is factory-made. If you
order a carpenter to do furniture today, he will have it built by the machine at
the Ikitelli Industrial Zone. There is no manual labor left, especially after te-
chnology... People put a tablet in front of a three-year-old kid to keep him/her
silent. Even cooking has become pre-made. What do you expect when the si-
tuation is like this? Before we start discussing the lost handicrafts, we must
notice that we became accustomed to getting everything ready-made in our
everyday lives.
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rak tamamen el ig¢iligiyle liretiyoruz. Avanos’a senede bir ya da iki kez gitme
gelenegimiz olustu. Istanbul’a da ¢émlek atélyesi kurma imkanimiz vardi ama
6zellikle kurmadik. Ciinkii biz oraya giderek senede bir iki defa kendimizi sifir-
liyoruz, teknolojiden uzak ¢alistyoruz, oranin havasini aliyoruz. Oranin topragy,
havasi ¢ok bagka. Orada yorenin en degerli ustalarindan Mehmet Koriikgii ile
calisiyoruz, dost olduk.

Geleneksel iiretimin kayboldugunu diisiiniiyor musunuz? Bunda neler
etkili oluyor?

Ne yazik ki kayboluyor, bunun acisi var. Bugiin el emegine 6nem verilmiyor.
Sadece zanaat degil, el isciligi her anlamda kayboluyor. Ornegin, eskiden an-
nelerimiz ¢eyizligini -dantel, el oyas1 gibi el is¢iligi gereken seyleri- kendileri
hazirlardi. Biz bunlan gérerek biiyiidiik, o yiizden siz genglerden daha sanshi-
yim. Ne yazik ki simdi hazir ¢eyiz firmalar1 var. Eskiden marangoz atdlyeleri
vardi; artik her gey fabrikasyon oldu. Bugiin bir ustaya mobilya siparisi versen,
o bile Ikitelli’ye gidip elini siirmeden makineye yaptiriyor. El isciligi kalmad,
hele ki bu teknoloji ¢iktiktan sonra... Sussun diye ii¢ yasindaki ¢ocugun 6niine
bile tablet koyuyorlar. Yemek yapmak bile hazir oldu. Durum béyle olunca ne
bekliyorsun? Herkes hazirci oldu; el is¢iligine gelene kadar giinlitk yasantimiz-
da hazirci olduk.

Peki bugiin geleneksel iiretimi korumak neden hala 6nemli? Elle iiretme-
nin ne gibi degerleri var?

Elle tireterek ¢ok daha saglikli yasarsiniz. Bir sey iiretmenin, iirettiginiz seyi
paylagmanin verdigi bir haz vardir, huzur vardir. At6lyede gecirdiginiz zaman-
da hayati, stresleri unutursunuz. Caligmay1 birakirsaniz bunalirsiniz, ¢6kersiniz.
Bence gergekten biz burada calisirken terapi oluyoruz.

Bu atdlyeye sizden sonra ne olacak merak ediyorum. Hig ¢irak yetistirdi-
niz mi ya da yetistirmek ister miydiniz?

Yillardir bir tanesini yetistirelim 6zlemi var. Ben alayli kafamla bildigim ka-
darini, tecritbemi genclere anlatir, destek olurum; fakat gelen yok. Genglerin de
yapmay1 istemesi 6nemli, istemeden olmuyor. Biz Kalkinma Bakanlig ile 8 ay-
lik bir projede ¢alistik; asgari maagly, sigortali ¢iraklar yetistirmek adina. Aldik
bir ¢irak; ii¢ ay sonra ben bu isi yapmak istemiyorum deyip birakt1 (Giiliiyor).
Aslinda i¢imiz yaniyor ama giiliiyoruz... Eskiden eti senin kemigi benim diye
verdi bizi babalarimiz ustalara. Aldigimiz para ¢ok bir sey degildi fakat meslek
6grendik. Simdi boyle bir sey kaldi m1? Ornegin, bir arkadagimin 15 yaginda
bir oglu var; bana hayrandir, ritim duygusu da vardir. Babasi “Sana gondersem
de yetigtirsen” dedi. Bunu duyunca 6yle bir heyecanlandim ki titylerim tirperdi.
Sohbet tam biterken arkadagim “Sen bizim ¢ocuga ne kadar maag vereceksin?”
diye ekledi. Iste orada film koptu. Bu sadece para ile ilgili degil; ben o gocugu
her tiirlii besleyecegim. Beraber ayn1 masada yemek yiyecegiz, edep 6grenecek,
adap 6grenecek... Ciraklik sadece enstriiman yapimini 6grenmek degil ki.

Bana ne zaman emekli olacaksin diye soruyorlar; 6lene kadar emekli olmaya-
cagim diyorum. Ayrica emekli olsam bu firmay1 kime birakacagim? Kardesleri-
me, yegenlerime, miras¢ilara m1? Ne yapacaklar bu firma ile? Bor¢lu ¢ikarlar bu
isten... Diigliniiyorum bir vakfa bagislayayim diye ama vakif ne yapacak? Cok
kotii bir durum.

Anlattiklarinizdan yola ¢ikarak geleneksel iiretimin kaybolmas: hem
giinden giine hazirci bir toplum haline gelmemiz hem para odakli diigiinii-
yor olmamizla ilgili. Oysa siz zanaati paradan éte, sevgi ile bagli oldugunuz
bir sey olarak gorityorsunuz...

Asla ¢ok iiretim yapayim, ¢ok para kazanayim diye bu yola girmedim. Tica-
ret ikinci plandadir bizde. Elimizin degmedigi, sevgimizi vermedigimiz hicbir
enstriiman vitrine girmez. Ben miizisyen olarak icra ettigim enstriimanlari en
temiz, en diizgiin sekilde yapmaya ¢alisiyorum. Fakat piyasadaki iireticilerinin
bir ¢ogu enstriimani tanimadan yapryor ¢iinkii onlar i¢in ticaret birinci planda.
Ornegin, sivamact adam darbukada iyi para varmis diyor, bu ige giriyor. Ten-
cere tava yapan adam darbuka yapmaya bagliyor. Sonra da bu atélyeler ayakta
kalamiyorlar tabii; ¢iinkii bir bilirkisi yok, bir miizisyen yok ortada. Tek diistin-
diikleri ¢cok yapalim, ¢ok satalim. Zaten bir isi para i¢in yapiyorsaniz, miimkiin
degil o paray1 bulamazsiniz. Ama isinizi severek yapiyorsaniz, biitiin enerjinizi,
ruhunuzu, bedeninizi, sevginizi katarak bir sey yapiyorsaniz, o para zaten geli-
yor size. Eger amaciniz jet almak degil, huzurlu mutlu yasamak ise...

And why is it still important to preserve traditional production today?
What is the value of hands-on production?

You live much healthier when you work hands-on. There is great pleasure
and peace in producing something and sharing it. When you spend time in the
workshop, you forget about daily life and stress. If you stop working, you would
get bored and depressed. I really think that it’s therapy for us to work here.

I wonder what will happen to this workshop after you. Have you ever
trained or wanted to train an apprentice?

For years, there is alonging to train one. I would share all my knowledge and
experience with young people and support them in every way, but no one appro-
aches. It is important that young people would want this too. We worked on an
8-month project with the Ministry of Development in order to raise apprentices
with salary and insurance. We started training one, but after three months he left
saying that he doesn’t want to do this (Laughs). Even though I'm laughing, this
is a hurtful memory... Our fathers made us work alongside masters in the old
days. The money we earned wasn’t much but we learned a profession. Is there
such a thing nowadays? For instance, one of my friends has a 15 year-old son who
admires me and also has a sense of rhythm. His father asked me if I could train
him. As soon as I heard that, I got goosebumps from excitement. Towards the
end of our conversation, “How much money will you pay to my son?” he added.
That’s when it was ruined for me. This isn’t just about money; I would train that
boy in many ways. We would eat at the same table, he would learn manners...
Apprenticeship is not just learning to craft an instrument.

They ask me when will I retire; my answer is that I will not be retired until I
die. Besides, if I retire, to whom will I leave this business? To my siblings, nep-
hews, heirs? What will they do with it? They would come off this business in
debts... I consider donating my workshop to a foundation, but what will the
foundation do with it? It’s a bad situation.

Based on what you have told, the loss of traditional production is about
becoming a society that wants everything ready-made and is money-orien-
ted. However, you see crafts as something related to love rather than money...

I have not chosen this path to earn a lot. Trade is not our main concern. An
instrument that we do not touch or give our love wouldn’t take place at our show-
case. As a musician, I try to produce my instruments in the neatest and most
proper way possible. However, many money-oriented craftsmen in the market
produce these instruments unknowingly. For example, a metal spinning master
notices that producing darbuka makes you earn a lot and decides to do so. Peop-
le who produce pans and pots begin to produce darbukas. These workshops can-
not last long because there is no expert or musician at work. Their sole purpose
is to produce more and sell more. Besides, if you only do something for the sake
of money, you won’t find that money. If you do what you love; if you give all your
energy, body and love for it, you earn that money anyway. If your goal in life is
not to buy a jet, but to live peacefully and happily...
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Ismail Hiz

Ahsap torna ustasi, Tophane
Master woodturner, Tophane

Ismail Usta, Istanbul’da tanidigim ve birlikte iiretmis oldugum ilk ustalar-
dan. Belki de “geleneksel” tanimina en ¢ok uyan usta. $ehirdeki cogu atdlye
hanlarin iglerine, binalarin zemin altindaki katlarina yerlesmis ve bir nevi
gizli kalmigken, Ismail Usta’nin atolyesi sokaktan gecenlere orada bir iire-
tim gergeklestigini aninda gosteriyor ve onu taninan bir zanaatkér haline ge-
tiriyor. Kumbaraci Yokusu’ndaki kiiciik torna atdlyesinin cephesi ve kendi
yaptig figiirlerle donatilmis vitrini, her 6niinden gecisimde beni de mutlu
etmistir. Baba meslegini siirdiiren Ismail Usta, zaman igerisinde kaybolan
iiretim geleneklerini farklilastirmak durumunda kalmis; eskiden mobilya
ayaklar1 iireten atdlyeyi ayakta tutmak adina oyuncak iiretmeye baslamis.

Bu zanaate nasil basladiniz? Ne zamandir bu at6lyedesiniz?

Benim babam ahgap tornacisi; 1939 yilinda dokuz yagindayken Istanbul’a
gelmis, ustalik 6grenmis. Biz de babamizin yaninda ¢iraklik yaparak bu mesle-
ge girdik. Eskiden ciraklara ¢ok ihtiyag olurdu, simdiki gibi degildi... Okul ta-
tillerinde ¢aligirdim. Okuldan ¢ikip buraya geldigim zamanlar da olurdu. Ister
istemez biraz ¢ocuklugumuzdan feragat ettik ama hi¢ iiziintii duymuyorum.
Iyi ki de yapmigiz ve yapmaya devam ediyoruz. Ciinkii hakikaten ben meslegi-
mi ¢ok seviyorum; ¢aligmayi sevdigim i¢in agkla yapryorum. Altmus sene oldu
bu ditkkandayim.

Cocuklugunuzdan beri bu bélgede bulunmus, iiretmissiniz. Galata’daki
iiretim gelenekleri zamanla nasil degisti?

Eskiden bu mahallede biitiin ditkkanlar ahsapgiydi. Tiirkiye’nin en giizel
mobilyas: bu mahallede, Kuledibi de dahil olmak tizere, Galata'da ¢ikard..
Anadolu’dan bir siirii tiiccar buradan mobilya almaya gelirdi. Simdi bazi ar-
kadaglarimiz meslegi biraktilar, bazilar1 rahmetli oldu, bazilar1 da daha genis
yerler aradilar ¢iinkii buradaki diikkanlar genellikle ufak. Genis yer arayanlar
Kagithane’ye, Ikitelli’ye gitti. Oyle olunca yerlerine yiiziikgii, tasarimci, vir
zivir igler yapan insanlar geldiler; ditkkanlar ahsapliktan ¢ikt1. Surada zaten
tarihi olarak bir ben duruyorum. “Tophane’nin yagayan efsanesiyim” diyorum
clinkii benden eskisi yok bu bolgede.

Bildigim kadariyla bu bdlgede eski zanaatkérlarin biiyiik bir kismi Er-
meni ve Rum’du. Farkli kiiltiirlerin bir arada bulunmasi iiretimi ve gele-
nekleri nasil etkiledi?

Buraya c¢irak olarak geldigim zamanlar bu ¢evredeki ustalarin hemen he-
men %90’1 gayrimiislimdi; Rumlar agirliktaydi. Bizim ahsap tornacilik degil
ama marangozluk, désemecilik, cilacilik gibi bir siirii seyi Rumlardan, Erme-
nilerden 6grendik. Onlar bize zanaat1 6gretti, medeniyeti 6gretti. Bunu deyin-

Master Ismail is one of the first masters I met and produced together in
Istanbul. Perhaps he is the master who best fits the term “traditional”
While most of the workshops in the city are somewhat hidden inside the
hans or under the ground floors of the buildings, Master Ismail’s workshop
instantly shows people passing through the street that crafts production
is present in the neighborhood and makes him a well-known artisan. The
facade of his small woodturning shop in Kumbaraci Yokusu and the shop
window full of figures made by him makes me happy whenever I pass by.
Continuing his father’s profession, Master Ismail had to make changes to
the production traditions that disappeared over time. He started to produ-
ce toys in the workshop that previously produced furniture legs in order to
sustain his shop.

How did you learn your craft? How long have you been in this workshop?

My father was a woodturner; he came to Istanbul in 1939 when he was nine
years old, and practiced to become a craftsman. I started this profession alon-
gside my father as an apprentice. At that time, unlike today, apprentices were
much needed. I worked during school holidays. There were times that I came
here to work after school. Therefore, I did sacrifice a bit of my childhood, butI
have no regrets. I am glad I did and still keep doing it. Because I really do love
my job. More precisely, because I love to work, I do this job with love. I have
been in this shop for sixty years.

You have been and produced in this neighborhood since your childhood.
How have the traditions of productions in Galata changed over time?

All of the shops in this neighborhood were woodshops back then. The most
beautiful furniture in Turkey was produced here in Galata -including Kuledi-
bi. Many merchants from Anatolia would come here to buy furniture. Now,
some of our friends have quitted the profession, some have been deceased, and
some have moved to larger shops because the shops here are usually small.
Those who looked for larger places moved to Ikitelli or Kagithane Industrial
Zones. When this happened, designers, jewelry artist, and trinket shops rep-
laced them; the shops were no longer for woodwork. My shop is the only one
that remains historic. I say, “I am the living legend of Tophane” because there
is no one older than me in this district.

As far as I know, most of the old artisans in this district were Armenians and
Greeks. How did such cultural diversity influence production and tradition?

When I came here as an apprentice, almost 90% of the masters in this area were
non-Muslims; mostly Greeks. Perhaps not woodturning, but we learned many
skills such as carpentry, upholstery and polishing from Greeks and Armenians.

ce mahallede bazi kisiler “Bize nasil medeniyeti 6grettiler?” diye sitem ettiler
bana... Nasil 6grettisi var m1? Babalarimizin buraya geldigi 1940’lar fakirlik
zamanlariydi. Gelenlerin cogu kdyden ayaginda carigiyla geldi. Rum ustalarin
yaninda hi¢ olmazsa oturmasini-kalkmasini, yemesini-igmesini gordiiler. Kat-
kilarini inkar etmemek lazim. Ustalik da 6grettiler, medeniyet de ogrettiler.
Koti tarafi, igkiye de aligtirdilar... (Giilityor). Kibris olaylarindan sonra Rum-
lar ¢ok korktular. Halbuki biz burada onlar1 korurduk; onlarla ve aileleriyle
yakinlarimizlarmus gibi giizel geginirdik. Ama sonradan buraya gelen Anadolu
kiiltiiriiyle yetismis insanlar, “gavur” diyerek onlari rahatsiz ettiler, tirkiittiiler.
Zaten Kibris olaylarindan sonra haliyle bir¢ogu gitmisti. Eski ustalar gittikten
sonra yeni yetisen Rum ustalar olmadi. $imdi burada bir tane Rum kalmad..

Geleneksel iiretim neden kayboluyor? Sizden sonra bu atélyeye ne olacak?

Vallahi, bir ah ¢ekiyorum. Iki tane oglum var ama maalesef ki ¢ocuklarimi
diikkana getiremiyorum. Bir tanesi su anda Almanya’da yasiyor, {iniversiteyi
okudu. Ufak oglum iiniversiteyi bu sene bitirdi. $imdilerde koylii-coban ¢o-
cugunu okutuyor, kasabadaki-sehirdeki insan okutuyor, zengin insan zaten
okutuyor. Biitiin cocuklar okuyorlar. Bu sefer ¢irak yetismiyor, bizim kiicitk
esnaflik kalmiyor. Kiiciik esnafa deger veren yok simdi. Kimse ¢ocugunu oto
tamirciye, marangoza vermiyor. Bu arada iiniversiteyi bitirmig ¢ocuklar da
yine is bulamuyor...

Biraz da herhalde rahatliktan, ¢agimizin hastaligi... Ben simdiki genglerin
coguna aciyorum; hakikaten tziiliiyorum. Bilgisayarin basinda oturuyorlar,
zamanlarini 6ldiriiyorlar, bagta benim ¢ocugum olmak tizere. Benim i¢cimde
ise elim ayagim tutana kadar ¢aligma arzusu var. Eskiden giiclitydiik, kuvvet-
liydik; aksam on ikilere kadar ¢alisirdik. Bugiin ben 69 yasindayim, 70’e az
bir ramak kaldi; bu viicut kaldiramayabilir. Maalesef ki benden sonra atélyeyi
devredecegim kimse yok. Herhalde ben 6ldiigiim zaman ¢ocuklarim tezgahlar
hurdacilara verecekler. Tabii ki benden sonra ditkkan kafeterya vesaire olsun
istemem; faydali bir sey olsun isterim. Yahut mesela gencin birisi gelir, “Ben de
ahsapla ¢alistyorum, devam ettirmek istiyorum, beraber ¢alisalim usta” der...
Ingallah 6yle olur.

Siz hig ¢irak yetistirdiniz mi?

Alt1 tane ¢irak yetistirdim; i¢lerinden yalniz iki tanesi bu meslegi yapiyor su
anda. Bir tanesi ¢ok maceraperest bir ¢ocuktu, birden bire ortadan kayboldu.
Cuma giinii paydos etti, Pazartesi giinii babasi oglunu soruyor. Daha sonradan
ortaya ¢ikt1 ki Amerika’ya ka¢mus, nasil yolunu bulduysa... Bir tanesi vardai,
cok agir bir cocuktu, kafasi almiyordu. Abisi onu benim yanima verdi, “Biraz
saf bir ¢ocuktur, senin yaninda ¢iraklik yapsin, gozii agilsin” dedi. Hakikaten
ogretene kadar ¢ok sikinti ¢ektim. Cocuk tam 6grendi, 6teki abisi “Benim kar-
desim bana ditkkanda lazim” dedi, alip gétiirdii. O ¢ocuk meslegi 6grendikten
sonra konfeksiyona déndii.

Gegmisten bugiine atdlyenizde ya da iiretiminizde neler degisti? Baba-
nizdan kalan iiretim gelenekleri nasil farklilagti?

Eskiden biz burada ahgap tornada masa, sandalye, koltuk ayaklari, merdi-
ven kiipestesi, korkuluk yapardik. Yillarca bununla ge¢indik, ekmegimizi bun-
dan yedik. $imdi maalesef béyle bir ihtiya¢ kalmadi. O zamanlar insanlar para
kazandig: icin gdsteris meraklisiyds; herkesten daha giizel bir sey yaptirayim
diye bir yaris vardi... Bugiin bizim ve bir¢ok kisinin isleri -oymacilar, maran-
gozlar, aksesuarcilar- Bauhaus, Kogtas gibi biiyiik marketlerde hazir satiliyor.

Bugiin ben burada o zamanlar bizim hi¢ aklimiza gelmeyen seyler yapiyo-
rum; oyuncak yapiyorum. Topaglar, tavsanlar, ayiciklar... Hem yabancilar hem
yerliler satin aliyor. Mesela gegen hafta Sevgililer Giini’nde bir siirii tavsan, ay1-
cik sattim. Degisik fikirler aklima geliyor, yapiyorum; bos kalmiyorum. Diin
Almanya’dan ¢ocugum bir resim gonderdi. Orada ¢ocuklarin disleri ¢ikinca
atmiyorlarmig; ufak, ahsap, lizerinde ¢ocuk kafasina benzer bir figiir olan bir
kutuda sakliyorlarmis. Cok hogsuma gitti. Kismetse onlardan da yapacagim.
Bazen tasarim Ogrencilerinden gelen degisik modeller de oluyor; mesela bir
sehpa ama alt1 yedi ayakli...

They taught us how to be artisans and how to be civil. When I said this, some pe-
ople in the neighborhood reproached me as: “How did they teach us civilization?”
What do they mean by “how”? The 1940s, when our fathers came here, were times
of poverty. Most of those who came from the villages had only sandals at their feet.
Atleast, alongside Greek masters, they learned manners and etiquette. One should
not deny their contribution. They taught us about artistry and civilization. The
only bad thing is that they introduced us to alcohol... (Laughs). After the events in
Cyprus, I think in 1974, Greeks were very frightened. We would protect them; we
got along well with them and their families as if they were our relatives. However,
some people who were brought up with the Anatolian culture that came here later,
disturbed and scared them by calling them “infidels” Many had already left after
the events in Cyprus. Now there is not one Greek left here.

Why is traditional production disappearing? What will happen to this
workshop after you?

I have two sons but unfortunately, I cannot bring them to the shop. One of
them lives in Germany and finished college there. My younger son graduated
from college this year. Nowadays every child has higher education; villagers
and shepherds send their children to college, people in towns and cities send
their children to college, the rich are already doing it... That’s why there are no
apprentices to train and small-scale craft workshops disappear. No one cares
about small traders today. No one sends their children to auto mechanics or
carpenters to be trained as apprentices. Meanwhile, children who graduated
from college cannot find jobs either.

Probably also because young people are too relaxed, the problem of this gene-
ration... I pity most of the teens; I truly feel sorry for them. They waste their time
on computers, including my own child. On the contrary, I still have the will to
work as long as I am in good health. I used to be stronger and used to work until
midnight. Today I am 69 years old, almost 70; my body can no longer handle this
work routine. Unfortunately, there is no one whom I can leave this shop after me.
I guess when I die, my children will give the machinery to the scrap dealers. Of
course, I wouldn’t prefer this shop to become a cafe, etc. after me. I prefer it to be
something useful. For example, I wish a young person would approach me and
say: “I too work with wood and want to continue. Let’s work together.”..

Have you ever trained an apprentice?

I trained six apprentices; only two of them kept doing this work. One of
them was a very adventurous kid and suddenly disappeared. He left work on a
Friday, and the next Monday his father came to ask his whereabouts. It turned
out later that he fled to America in some way... Another one was a bit slow, he
had difficulties with learning. His brother sent him to me and said: “He is a
naive kid, let him be an apprentice so he becomes more sharp-witted”. I really
had difficulties while I was teaching him. Just as the kid learned, his other
brother took him away saying: “I need him in my own shop.”. That kid began to
manufacture clothes after being trained in woodturning.

What has changed in your workshop or production over time? How did
the production traditions you learned from your father changed?

In the past, we used to make tables, chairs, armchairs, handrails on the wood
lathe. We have made a living with this for many years. Unfortunately, there is
no longer such a need. Back then, people were keen on showing off because
they made a lot of money. There was a rivalry to have a better piece of furniture
than anyone else... Today, the work of both us and other artisans -wood car-
vers, carpenters, accessory makers- are sold pre-made in large hardware stores
such as Bauhaus and Koctas.

Today, I make things that we never thought of back then; I make toys. Spin-
ning tops, bunnies, bears... Both tourists and locals buy them. For example, last
week I sold a lot of bunnies and bears on Valentine’s Day. I try out different
ideas, I keep myself busy. Yesterday my son in Germany sent me a picture. Ap-
parently in Germany, they keep the children’s milk teeth in a small wooden
box with a child-like figure on it. I liked it very much. I hope I will produce
some of those. Sometimes I produce interesting ideas of design students; for
example, a coffee table with six or seven legs...
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Ara Topalogullan

Giimiis dovme ustasi, Eminonii
Silver forging master, Eminonii

Galata-Sishane bolgesindeki iiretim kiiltiiriine tasarim egitimim boyunca
bolgede calistigim icin nispeten hakimdim. Cok daha eski bir iiretim bol-
gesi olan Kapaligarsi ve cevresini, daha degerli madenlerle ¢alisilan kuyum
ve giimiig atolyelerini merak ediyorum; ve Zincirli Han, Kalcilar Han gibi
yiizlerce yillik hanlar1 kesfediyorum. Kapalicarsi’nin yogunlugu ardindan
Biiyiik Yeni Han’daki sakin ve salt iiretim hali beni 6zellikle etkiliyor. Bu-
rada ustasindan 6grendigi zanaati bugiin giincel kaynaklardan 6grendik-
leri ile gelistiren, kendisi i¢cin iireten Ara Usta ile tanisiyorum. Yankilanan
cekig seslerini takip ederek koridorlarinda gezindigim handa giimiisiin is-
lendigi diger d6vme ve kakma atélyelerini de ziyaret ediyor; Halep’li bir
ustanin mavi at6lyesini buluyorum.

Bu zanaate nasil basladiniz? Atdlyenin ge¢misinden bahseden misiniz?

Benim ustam bu at6lyeyi amcasindan 1973’te devraliyor; onun amcasi da
1960’larda almis. Akrabamiz oldugu i¢in beni bu atélye verdiler. Bizim déne-
mimizden gelen ustalarin ¢ogu ilkokul bittikten sonra ¢arsiya geliyor ve bu
islere giriyor. Sonrasinda ya kendi isini agiyor ya ustasinin atdlyesinde devam
ediyor. Bir de Ermeniyiz; Ermeni olunca sanata, el iiretimine yatkinlik oluyor.
Ermeniler yillarca Dogu'da yagsamuglar, toprakla ¢aligmiglar; hayatlarini stirdii-
rebilmek i¢in hep ellerini kullanmiglar...

Gegmiste giimiisiin giindelik hayatimizda nasil bir yeri vardi? Sizin iire-
timleriniz gelenekten nasil besleniyor?

Gumiis eskiden daha révanstaydi. Catal bigak, tepsi, gondol, samdan, ha-
mam tasl.. Evler i¢in objeler uretiliyordu; simdi daha ¢ok nisan ve diigiinler
icin dekoratif objeler tiretiyoruz. Yeni nesil giimiis tercih etmiyor ¢tinkii gimii-
siin bakimi, temizlemesi ugras ister. Tabii, bir yandan, tilkemiz hi¢bir zaman
giimiis bardaklar, yemek takimlari alip evinde giindelik kullanabilecek kadar
zengin olmadi. Bunlar daha ¢ok yiiksek gelirliler i¢indi.

Benim ustam daha geleneksel caligirds; ¢ay takimlari, gondollar yapardi. Bugiin
tretimlerinde gelenekten, Osmanlrdan etkilenenler hél4 var ama benim tarzim o
degil. Islemeli, kivrimly, girisli, ¢ikish degil de daha diiz ve Bati tarz1 yapryorum.

Geleneksel iiretimin kayboldugunu diisiinityor musunuz? Bunda neler
etkili oluyor?

Tabii, bu iglerin ¢ogu artik fabrikasyona déndii. Adam plastikten iiretiyor,
tizerini gimis gibi kapliyor, bitiyor. Artik “maker”lar var; her malzemeden
urinler yapiyorlar, giimiisten bile... Bir de insanlarin zevk anlayis1 degisti, alig-
kanliklar: degisti, evler bile degisti. Eskiden evlere objeler, catal bicaklar yapi-
lirdy; evler biiyiikeii, misafir ¢oktu... $imdi evlere kag tane misafir geliyor?

I was relatively familiar with the production culture in the Galata-$is-
hane region, as I worked there throughout my design education. I won-
der about the Grand Bazaar and its surroundings, which is a much older
production area, the goldsmiths and silversmiths who work with more
precious metals, and I discover hundreds of years old hans such as Zin-
cirli Han and Kalcilar Han. After the denseness of the Grand Bazaar, the
calm and pure production state in Biiyiik Yeni Han especially impresses
me. Here, I meet Master Ara, who develops the craft he has learned from
his master with what he has learned from contemporary sources, and who
produces for himself. I also visit other forging and inlaying workshops
where silver is processed in the han. As I walk through the corridors fol-
lowing the echoed hammer sounds, I find the blue workshop of a master
from Aleppo.

How did you learn your craft? Can you tell me about the history of this
workshop?

My master took over this workshop from his uncle in 1973; his uncle bought
itin the 1960s. They sent me here because we were relatives. Many masters of my
age came to the bazaar after elementary school and began to work in these jobs.
Then they either establish their own business or continue in the workshops of
their master. Also, I am an Armenian; if you are an Armenian you would have
a predisposition for arts and crafts. Armenians have lived in the East of Turkey
for many years and worked with soil. They always used their hands to survive...

What place did silver have in our daily lives in the past? How do your
productions benefit from traditions?

Silver used to be more popular. Cutlery, tray, gondola, candleholder, Tur-
kish bath bowl... Many objects were produced for the houses; now we mainly
produce decorative objects for engagements and weddings. The new generati-
on does not prefer silver because the maintenance and cleaning of it requires
effort. On the other hand, of course, the people in this country have never been
rich enough to buy silver cups or dinnerware to use daily. These products were
used mostly by people with high-income.

My master was working in a more traditional way, producing tea sets and
gondolas. Today, there are still those who are influenced by tradition and the
Ottoman motifs in their production, but it is not my style. I make plain objects
in Western style, not embroidered and curved.

Yani hayat tarzlarimiz degistigi icin iiretim de degisiyor...

Kesinlikle, hayat tarzi degistigi zaman her sey degisiyor. Bu hi¢ anormal de-
gil, ok dogal. Bence bunda iiziilecek bir sey de yok. Onceden dolu meslek yok
olmus, yine meslekler yok olacak. Yalniz Tiirkiye’de degil, diinyada da durum
béyle. Bu meslek geleneksel olarak babadan ogula geciyordu. Artik kimse ¢o-
cukluktan bu ige girmiyor. Cocukken girmezsen bu isi yapamazsin, aligkanlik
olmaz. Olmasin da zaten; jenerasyonlar degistik¢e baska seylere yonelecek
insanlar. Bugiin kimse ¢ocugunu bu ise zorlayamaz ¢iinkii gelecegi olmayan,
para kazandirmayan bir is. Insanlar parasiz yasayamiyor; ¢ok para istemese
bile elektrik parasi var, su parasi var, kira var...

Peki sizin atolyenizde ya da iiretiminizde gegmisten bugiine neler degisti?
Ustanizdan kalan iiretim geleneklerini nasil gelistirdiniz?

Tabii, simdi internet var; biitiin diinyay1 goriiyorsun. Muazzam islerin ya-
pildigini gérityorsun Japonya’da, Cin'de, Avrupa’da... Biz de kotii degiliz ama
onlar da ok giizel yapiyorlar bu isi. Onceden gérmiiyorduk tabii ama simdi
adam yaptigini ¢ekiyor, Youtube’a koyuyor; bakir vuruyor, gimiis vuruyor, gii-
mis isliyor...

Eskiden yaptiginiz iiriinlerle internet sonrasi yaptiginiz iiriinler arasin-
da farkliliklar var yani...

Olmaz olur mu? Insan seyrediyor, etkileniyor, isine ekliyor. Zaten is degis-
mektir. Daha dogrusu 6yle olmalidir. Biz gelisen varliklariz; kendini digariya
kapatirsan gelisemezsin. Insan merak ettigi seyler olunca etrafa bakar, aras-
tirir, seyreder... Tim bunlar bir araya gelince bir siire sonra ortaya bir {iriin
cikiyor. Bir kismini bir yerlerden etkileniyorum, bir kismini kendim ekliyo-
rum; bir karigim yapmig oluyorum. Tabii, miimkiin oldugu kadar etkilenme-
den yapmak lazim ama etkilenmemek de imkansiz. Insanlar iiretiyorlar, bir
y6ntem buluyorlar, seninle paylagiyorlar; sen onunla paylasiyorsun ve bir iligki
olusuyor. Paylasmak bence giizel. Onemli olan 6grendikten sonra onun iistiine
koymak, daha farkli bir sey tiretmeye galigmak.

Bu bélgede kalan ustalarla paylagimlariniz, iliskileriniz devam ediyor mu?

Biz zaten yalniz ¢aligmiyoruz; bir iiriin tamamlanana kadar dort beg at6lye-
ye girip ¢ikiyor. Kakmacisi var, silindiri var, cilacisi var... Giimiis 6nce silindire
gider, orada mal erir ve bize astar olarak doner. Biz giimiise formunu veririz;
sonra kakmaciya gidebilir.

Zaten bu bélgede kalan on tane ddvme ustas: var. Ustalarla konusuyoruz,
sohbet ediyoruz ama gergekten isler ¢ok az oldugu i¢in kimsenin paylasacag:
bir sey yok. Diizgiin ¢alistig1 yok ki; glinde iki ii¢ saat geliyoruz, varsa ufak
tefek seylerle oyalanip gidiyoruz. Is olmadigi zaman insanlar gelmek de iste-
miyorlar, motivasyonlar1 azaliyor. Tabii bu insanin karakteriyle de ilgili. Hig
isin olmasa bile gelip bir seyler iiretmek istersin, ¢alisir yeni seyler 6grenirsin.
Ben béyle iiretiyorum; satilir ya da satilmaz. Bugiin ben daha ¢ok kendime
yénelik iiretiyorum.

Kapaligars1 bolgesinde Galata-Sishane’ye kiyasla daha ¢ok ¢irak var gibi
goziikiiyor. Siz ¢irak yetistirdiniz mi?

Tabii, tig-dort ciragimiz oldu. Bazilari devam etti, bazilar1 etmedi. Bugiin
eskisi gibi disiplin yok; ¢iraklar daha rahat. Cirakken sabah erken kalmay1 6g-
renirsin, ise gelmeyi 6grenirsin; o disiplin olmazsa zanaat de 6grenilmez... Biz
cirakken ustalar ¢ok sertti. Ben de sert bir ustaydim ama bugiin bana hep yu-
mugadigimi séylityorlar. Dedigim gibi, ben daha ¢ok kendime déniik oldugum
icin ¢iraklarla ¢ok fazla ilgilenemedim.

Bugiin iiretim makinelesmis, ucuzlamisken elle iiretmenin sizce ne gibi
degerleri var?

Benim gézlemledigim kadaryla sanatla ¢ok para kazanmak zor. Ama sana-
tin kendi i¢inde ¢ok giizel bir huzuru var eger yakalarsan. Ben burada dinleni-
yorum, sakinlesiyorum, kafam rahatliyor... Bu igin daha fabrikasyon tarafina
girersin, para da kazanirsin ama onun ruhu az olur, hatta ruhsuz olur.

Do you think traditional production has disappeared? What causes this?

Of course, the products we make are now mass produced in factories. There
are people who produce objects from plastic and cover them to look like sil-
ver. Now there are “makers” who make products from any material, including
silver... Also, people’s likings and preferences have changed, daily habits have
changed, even houses have changed. In the past, objects and cutlery were pro-
duced for the houses; the houses were bigger, there would be many guests...
How many guests are coming to the houses today?

That is to say, production changes as our lifestyles change...

Absolutely, everything changes when lifestyles change. This is not unusual
at all, it is very natural. I think this is nothing to be upset about. Plenty of pro-
fessions have disappeared in the past, professions will disappear today. Not
only in Turkey but the situation is the same around the world. This profession
has traditionally been passed from father to son. No one begins this job from
childhood anymore. If you do not begin as a child, you cannot do this job, it
will not become a habit. It’s better this way anyhow; people should turn to new
things as the generations change. Today, no one can force their child to pursue
this because it is a job that has no future and no money. People cannot live wit-
hout money. Even if money is not a big need for some, there are still water and
electricity bills and rents to pay...

What has changed in your workshop or production over time? How did
you develop the production traditions of your master?

Of course now there is the internet; you see the whole world. You see excepti-
onal work being done in Japan, China, Europe... We are not bad either, but they
do it very well. We haven’t seen those in the past, but now people are uploading
how they produce on Youtube: copper forging, silver forging, silver engraving...

So, there are differences between the products you made in the past and
the products you made after the internet...

Definitely. I watch, I get influenced, and I add to my work. To work means to
change. Or rather, it should be. We are progressing beings; if you shut yourself
out to outside, you cannot progress. When people are curious, they look around,
research and watch... After a while, a product takes shape. I make a synthesis in
my work; some parts are influenced by other things, some parts are my own. Of
course, it is right to produce as independently as possible, but it is impossible not
to get influenced. People make, find a method, share it with you; you share with
them and a relationship forms. Sharing is a good thing. The important thing is to
put on what is learned and try to produce something novel.

Do the relationships and sharing between the masters in this region
continue?

We are not working alone anyway; a product visits five or six workshops
until it is completed. It has to be smelted, inlaid, polished...Silver is first pro-
cessed in what we call a “cylinder”, where the raw material is smelted there and
returns to us as plates. We give the product its form, and then it can be inlaid
in another workshop after.

There are only ten forging masters left in this region. We are in communica-
tion with the masters, but since there is very little work, no one has anything
to share. We do not receive many orders; we come two or three hours a day and
linger with small jobs -if there is any. When there is no work, people do not
want to come to the workshop. They are demotivated. Of course, this is also
about the character of the person. Even if you have no work, you may want to
come and produce to learn new things. I produce objects in this way; sold or
not. Today, I produce more for myself.

It seems that there are more apprentices in the Grand Bazaar area com-
pared to Galata-Sishane. Have you ever trained an apprentice?

Of course, we had three or four apprentices. Some continued this craft, some
did not. Unlike in the past, apprentices are less disciplined today. When you
become an apprentice, you learn to get up early in the morning, you learn to
come to work; no craft is learned without such discipline... The masters were
very hard on us when we were apprentices. I used to be a tough master too,
but they say I am easygoing now. As I said, I was not very engaged in training
apprentices because I am more self-oriented.

What do you think are the values of hands-on production when produc-
tion is mechanized and gets cheaper?

As far as I have observed, it is hard to make a lot of money with art. Howe-
ver, you can find peace within art. I rest here, I calm down, I rest my mind... If
you move onto the mass production side of this business, you can make more
money, but what you produce will be devoid of soul or even soulless.
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Nida Demirbas

Sapka ustasi, Eminonii
Master hatter, Eminonti

Siimbiilliit Han’a sapka ustas1 ismail Demirbag’1 aramaya geliyorum; fakat
kendisinin birkag y1l 6nce rahmetli oldugunu ve oglu Nida Demirbag’in
atolyeyi devraldigini 6greniyorum. Babasindan ona kalan atolyede kendisi
ile hem iiretim bi¢imi hem iiretilen nesne y6niinden geleneksel olan sapka-
cilik iizerine konusuyoruz. Nida Usta’nin, diger ¢cogu ustaya kiyasla, mes-
legine romantiklikten tamamen uzak ve gergekgi bakis1 bana farkli geliyor.
Onunla konugurken, geleneksel iiretimin kaybolmaya yiiz tutmus bir mes-
legi siirdiirme cabasininin ya da elle ¢aligmanin verdigi huzurun otesinde,
kaliteli bir iiriin ortaya koymak icin ¢alismak olabilecegini yeniden fark
ediyorum. Seri iiretimin dayattig1 kisa 6miirlii iiriinler yerine kaliteli iiriin-
ler iiretmek, geleneksel iiretimi titketimcilikten arinmis siirdiiriilebilir bir
iiretim bicimi yapiyor.

Tanistigim ustalarin ¢ogu cocuklarini1 atdlyeye getiremediklerinden
bahsediyor; siz ise babanizin iiretimi devam ettiriyorsunuz. Bu atélyenin
gecmisinden bahsedebilir misiniz?

Babam 1952 senesinde Istanbul’a Kastamonu'dan gelmis; Ortakéy’de bir
manavin yanina ¢irak olarak girmis. Orada hangi meslege girmek istersin diye
sormuglar: “Corap¢i mi sapkaci mi12”. Babam da sapkaci olmak istedigini syle-
mis. Sapka Devrimi zaten Kastamonu’da yapilmis, bunun da etkisi var. Bulun-
dugumuz atolyede cirak olarak baglamig, makinaci olmus derken $apkacilar
Odas1 dernek bagkani olmus... Bu atélyenin sahibi bir kaza gecirdikten sonra
buray1 1965’te babama birakmig. Babam bu at6lyede Ose ve Duman dedigimiz
zamanin iinlii sapka markalarinin iiretimini yapmus. Iki sene dncesine kadar
rahmetli, 80 yaginda, hél4 bir seyleri yapma pesindeydi. Kendisi hastayds, kan-
serdi. Artik sapkalar1 bozmaya baglamugti, iyi bakamiyordu. Miisteriler kalite
diistii, giizel sapkalar gitti diye sikayetci olmaya baglamisti. Her seyin bir za-
mant var denir ya... Devretmek gerekli.

Babanizdan kalan bu gelenegi halen siirdiirmenin sizin i¢in bugiin nasil
bir anlami var? Gelenek sizin i¢in ne ifade ediyor?

Ben dokuz yagimdan beri buraya gelirim; babam zorla getirdi. Geleneklerine
bagliyds; bagka isler yapmamu istemedi, illa ditkkan dedi. Ben o zamanlar sevmi-
yordum sapkacilig1 ama simdi tezgah bos kalacagina... Kasiyerlik, garsonluk, tez-
gahtarlik gibi bagka islerde de ¢alistim ama kendi igini yapmanin giizel taraflar
var. Girig-¢ikis saatine karigan yok, gelmediginde bir sey diyen yok. Yani, gelenek-
ten ¢ok is diye yapryorum bunu; hobi olsun diye yapmiyorum. %20 gelenek, %80
para icin yapryoruz diyelim. Hem paramizi kazaniyoruz, hem buray: ayakea tut-
maya ¢alistyoruz. Ben rahmetli gibi 80 yasina kadar da galismam agikgasi.

I arrive at Siimbiillii Han to look for the master hatter Ismail Demirbas; but I
find out that he was deceased a few years ago and that his son Nida Demirbas
took over the workshop. In the small workshop left from his father, we talk
about hatmaking, which is traditional both in terms of production and the
produced object. Compared to other masters, I find it refreshing that Master
Nida’s approach to his profession is far from romantic but realistic. As I spe-
ak to him, I realize once again that traditional production, beyond the effort
to continue a disappearing profession or the peace within hands-on work,
can be about working to produce a quality product. Producing quality goods
instead of short-lived ones imposed by mass production is what makes tradi-
tional production a sustainable form of production free from consumerism.

Most of the masters I met mentioned that they could not bring their
children to the workshop; and yet you continue your father’s production.
Can you talk about the history of this workshop?

My father came to Istanbul from Kastamonu in 1952; he started working as
an apprentice in a greengrocer’s shop in Ortakdy. There they asked him what
profession he wanted to do: “Sockmaking or hatmaking?”. My father told that
he wanted to be a hatter. The Hat Revolution took place in Kastamonu; this
has an impact on his decision, too. He started as an apprentice in the works-
hop we were in, became a sewing machinist, and then became the chairman
of the Hatters Association. The owner of this workshop left this place to my
father in 1965 after an accident. My father produced for famous hat brands of
the time Ose and Duman in this workshop. Until two years ago, at the age of
80, he was still trying to work. He was sick, he had cancer. His hats were not
like they used to be, he could not take good care. Customers were complaining
that quality fell and that the beautiful hats were lost. There is a saying, “There
is a time and place for everything”.. It was necessary to hand on the business.

What does it mean to you to continue this tradition left by your father
today? What does tradition mean to you?

I've been coming here since I was nine years old; my father was forcing me
to come. He was up to traditions; he didn’t want me to do other jobs and insis-
ted that I work here. I didn’t like hatmaking at the time, but now I am doing it
to keep the workshop running. In the past, I worked as a cashier, waiter, shop
clerk... There are good things about having your own business; no one inter-
feres in your working hours, nobody says anything when you don’t show up at
work... I mean, I do this as a job rather than for the sake of tradition; I don’t
make hats as a hobby. We can say that I do it for 20% tradition and 80% mo-
ney. One the one hand, I earn money, and on the other, I keep this place alive.
Frankly, I do not plan to work until the age of 80 as my father did...

What is the place of the hat in our culture? Although we don’t see it in
Istanbul today, hats still have a place in daily life in Anatolia as far as I un-
derstand...

After the Hat Revolution in 1925, everyone started wearing hats. According
to my father, the hatters were so busy at the time that they couldn’t deliver the
orders on time. They had to work day and night. Greeks, Armenians and Jews
were doing this job. When they got older, the profession passed onto the Turks
who were apprentices.

In Anatolia, just as women wear a headscarf and go out with their heads unco-
vered, men do not go around without a hat either. Of course, this is not the case
in Istanbul; I am not wearing a hat and neither did my father... We produce for
Anatolia; those who come from that culture are still wearing hats today. Each
region has a unique hat. The hat that is called Ose is worn in Adana, Antalya and
Carsamba regions. The hat that is called Duman is worn in Malatya, Adiyaman
and Antep. Duman and Ose are 70-80 years old brands; the wearers have adop-
ted these hats. Just as someone who prefers only Levi’s brand in jeans, the old
man wears no hat other than Duman. There are many hat manufacturers on the
market; their children buy from those but the fathers won’t wear them.

How has the production culture changed in Eminénii over time? What
do you remember from your childhood about the production traditions in
this region?

Sapkanun kiiltiiriimiizdeki yeri neydi? Bugiin Istanbul’da gérmesek de sapka
Anadolu’da giindelik hayattaki yerini hala korunuyor anladigim kadaryla...

1925’te Sapka Devrimi yapildiktan sonra herkes sapka takmaya baglamus.
Babamin anlattifina gore, o dénemde sapkacilarin igleri o kadar ¢cokmus ki
yetistiremiyorlarmis; gece giindiiz ¢alisiyorlarmus. Bu isi yapan Rumlar, Erme-
niler, Yahudilermis. Onlar yaslaninca da ¢irak olan Tiirklere ge¢mis meslek.

Anadolu’da, kadinlar nasil esarp takar, baglar1 agik disari gikmazlar, erkekler
de ayni sekilde sapkasiz dolasmazmuis. Istanbul’da béyle degil tabii; ben sapka
giymiyorum, babam da sapka giymezdi... Biz Anadolu’ya iiretiyoruz; bugiin bu
sapkay1 o kiiltiirden gelenler giyiyor. Her y6renin kendine has bir sapkasi var.
Ose dedigimiz sapkay1 Adana, Antalya, Carsamba yoreleri giyer; Duman de-
digimiz sapkay1 Malatya, Adiyaman, Antep yoresi giyer. Duman ve Ose 70-80
senelik markalar; giyenler bu sapkalar1 benimsemisler. Nasil sen kot giyerken
Levi’s markasini tercih edersin, hep onu alirsin... Yagh adam da Duman’dan
bagkasini giymez. Piyasada sapka satan ¢ok; ¢cocuklar: gider oralardan alirlar
ama babalar1 giymez.

Zamanla Eminonii’nde iiretim kiiltiirii nasil degisti? Bu bolgedeki iire-
tim gelenekleri ile ilgili cocuklugunuzdan neler hatirliyorsunuz?

Cocukken buradan Cakmakgilar Yokusu’'nun bagina kadar sapka tagirdik,
gunde 15-20 sefer ine ¢ika gotiriirdiik. Tabii o dénemde buralarda daha ¢ok
cirak vardi. Yukaridaki terasta top oynardik. Buralar daha canliydi, daha gii-
zeldi... Bu handan Valide Han’a, 100 metre 6tesine kadar, yedi sekiz tane sap-
kaci vardi. Simdiyse eskiden burada olmayan sal, bagortiisii satan kisiler geldi.
Sokagin adi bile Yazmacilar oldu. Eskiden bu handaki komsularimiz konfek-
siyoncular, gomlekgiler, korsecilerdi. $imdi ise depo olarak kaldilar. Atdlyeleri
olanlarin ¢ogu yasli insanlardi, hepsi rahmetli oldu. Benim babam gibi... Ben
olmasaydim bu atélye de 6yle olacakt.

Babanizdan devraldiginizdan beri atolyenizde ya da iiretiminizde neler
degisti?

Yukarilari gériiyor musun? Oradakiler 50 senelik tozlar, 30 senelik gazete-
ler... 1965’ten kalan malzemeler var hal4d. Babamin devraldigi zamandan beri
bu atélye sekil olarak degismedi; her sey ayni. Tarih kokuyor ama tabii biraz
tozlu bir tarih... (Giilityor). Rahmetli burada sadece makinede dikerdi; kesi-
mini, Gtisiini, el isini kendisi yapmazdi. Yaninda beg alt1 eleman ¢alisirdi. Ben
ise sapkay1 bastan sona tek basima, 45 dakika i¢inde, tiretebiliyorum bugiin.
Benim avantajim o. Cirak ustay: gegermis derler...

Ziyaret ettigim diger ustalarin iiretimleri daha tekil ve giinden giine
farklilasiyor; siz ise yillardir ayn1 modelleri iiretiyorsunuz. Hig gelenekse-
lin disina ¢ikan modeller iirettiniz mi?

Bana hangi sapkayi getirirsen getir dikerim ama model ¢ikarma, tasarim
yapma yetenegim yoktur; bendeki iiretme yetenegidir. Bazisi kafasina gore
model ¢ikartir; Syle ustalar da vardir... Babamin zamanindan beri modelle-
rimizin digina ¢ikmadik; zaten kendi modellerimizi zor yetistiriyoruz. Biri-
si farkli bir sapka siparis verdiginde babam o modeli yapmiyoruz derdi. Ben
mesaiden sonra, pazar giinleri kendim ¢aligip yapayim derdim; babam yaptir-
mazdi. Ben burada bildigim bes alt1 modelin ustasiyim. Sekiz kése, bes kose,
diigmeli sapka gibi modeller ¢ok eskidir ve bugiin bunlar1 bastan sona iiretme-
yibilen ii¢ dort kisiyi gegmez. Bugiin genglerin giydigi Amerikan sapka vesaire
liretenler var tabii; ama ben onlar1 sapka olarak gérmiiyorum. Onemli olan bu
eski modelleri yapabilmektir. Sekiz par¢a modelini simdi gengler de giymeye
basladi; ona da siparisler geliyor.

Bugiin iiretim makinelesmis, ucuzlamisken elle iiretmenin sizce ne gibi
degerleri var?

Bu iiriinler piyasada yapilabilir ama bizim mallarimizin kalitesinde yapila-
maz. Biz kaliteli tirlinler yapiyoruz; renk atmayan, kaliteli kumaglar kullaniyo-
ruz. Biri bu sapkay1 her giin giyse senelerce eskimez. Piyasadan aldigini ucuza
alir ama iig ay sonra sapkay1 atar. Bu yiizden hala insanlar bizden alirlar. Or-
negin, az 6nce Hatay’dan biri arads, iki tane sapka istedi. Niye aradilar? $apka
yok mu orada? Ciinkii kaliteyi ariyorlar.

When we were kids, we used to carry hats 15-20 times a day along Cakmak-
cilar Yokusu. Of course, back then there were more apprentices around here.
We used to play football on the roofs of the buildings. This neighborhood was
more lively, more beautiful... From here to the Valide Han, 100 meters away
from here, there were seven or eight hat shops. Now came the people who sell
headscarves that were not here before. Even the name of the street has changed
to Yazmacilar (meaning “headscarf sellers”). In the past, our neighbors in this
building were clothing manufacturers, shirt makers, corset makers. Today the-
se shops remain as storage space. Most of those who had workshops were old
people, they were all deceased. Just like my father... If I hadn’t taken over this
workshop, it would have turned into a storage space, too.

What has changed in your workshop or production since you took over
from your father?

Do you see the shelves above? Those are 50 years of dust, 30 years old news-
papers... There are materials left from 1965. Do you see the brown worn places
on the table where the sewing machine is? This is because the scissors have
been placed in the same place for years. This workshop has not changed in
shape since my father took over from his master; all the same. Smells like his-
tory but a dusty history... (Laughs). My late father would sew here only on the
machine; he did not know how to cut, iron or sew by hand... Five or six people
worked alongside him. I can produce a hat all by myself in 45 minutes. That’s
my advantage. They say the student surpasses the master...

The productions of other masters I have visited are rather singular and
differ from day to day; yet you have been producing the same models for
years. Have you ever produced non-traditional models?

Whichever hat you bring me, I can make it; but I don’t have the ability to
design new models. Mine is the ability to produce. There are some masters
who come up with new models... We haven’t changed our models since my
father’s time; we are already short on time to produce our own models. When
someone ordered a different hat, my father used to tell them that we do not
make that model. I would say that I can work on it in the evenings and on Sun-
days, but my father wouldn’t let me... I am the master of the five or six models
I know. Models such as the eight-point hat and the five-point hat are very old.
There are only three or four people left who know how to make them from
start to finish. Today, there are those who produce American hats and so on,
which are worn by young people; but I don’t see those as hats. The important
thing is to make the old models. Young people are now starting to wear the
eight-piece model; we receive orders for that.

What do you think are the values of hands-on production when produc-
tion is mechanized and gets cheaper?

These hats can be mass produced, but not in the quality of our goods. We
make quality products; we use quality fabrics that do not discolor. Even if so-
meone wears it every day for years, this hat will not wear out. One can buy it
cheaply from the market, but would throw the hat away after three months.
That’s why people still buy hats from us. For example, someone from Hatay just
called, asked for two hats. Why are they calling? Can’t they find hats there?
Because they seek quality.
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Ekrem Ozen

Sanatgi-Duvar ressami, Ortakoy
Artist-Muvralist, Ortakoy

Gelenek kavraminin zanaatte ve sanatsal iiretimde nasil farklilagtigini
gormek igin Istanbul’un genel iiretim gevresinin -Galata, Karakdy, Emi-
nénii- digina gikiyor ve Ekrem Ozen’in Ortakdy’de kurmus oldugu, mima-
ride kullanilmak iizere duvar resimleri iireten at6lyesini ziyaret ediyorum.
Ekrem Ozen’le, goriistiigiim diger kisilerden daha farkli bir iiretim siire-
cine sahip, gelenekten gelen iiretimi giincellestirerek siirdiiren biri oldugu
icin konugmak istedim. Kendisi de beni hem “geleneksel iiretim” lafi ile
ne ifade etmek istedigim iizerine, hem de “gelenek” kelimesinin yalnizca
kiiltiirden, aileden 6grenilen ve bugiin sorgulamadan, gelistirmeden uy-
gulanan bir olgu olarak algilandiginda nasil tehlikeli olabilecegi iizerine
diigiinmeye zorluyor.

Sanatinizin ve atolyenizin gegmisinden bahsedebilir misiniz?

Tatbiki Giizel Sanatlar Yiiksekokulu mezunuyum. Sanayi Devrimi'nden
sonra el sanatlarinin yok olmas: Tatbiki gibi okullarin kurulmasina sebep
oluyor. Bauhaus akiminin da etkisi var. Is icinde egitim, uygulayarak 6gren-
me metodlari ile bir egitim veriyorlar. Yasadigimiz her alani tasarlamak fikri
ile Grafik Sanatlar, Tekstil, Seramik, ig Mimarlik, Dekoratif Resim boliimleri
kuruluyor. Ben de Dekoratif Resim bolimiinden mezun oldum ve béyle bir
at6lye kurdum. Mimaride duvar resmi yapilan bir atdlye burasi. Gerek resmi
mimari gerekse sivil mimaride ¢ok 6rnek yaptik. Konutlar, is yerleri, aligveris
merkezleri gibi kullandigimiz alanlar igin iiretiyoruz. Cami kullaniyoruz, mo-
zaikler yapiyoruz, duvarda resimler yapiyoruz.

Gelenek ya da geleneksel iiretim kavramu sizin i¢in ne ifade ediyor? Bir
sanatgi olarak siz iiretimlerinizde gelenekten nasil besleniyorsunuz?

Gelenek dedigimiz sey insanlarin yasam bigimleridir; gelenekler insanlarin
yaptiklar igler etrafinda olugur. Ornegin, topraga bagli yasayan insanlar, haf-
tanin bir giinii temiz elbiseleriyle alana giderek tiretimlerini kutlarlar. Ya da
harman yapan birisi; biitiin sene ¢aligip iiriiniinii aldiktan sonra senlik yapar.
Kentteki insan yagaminda da gelenegi yine trettikleri tiriinlerde goriiyoruz.
Ornegin, halilarda iireticisinin yillarca gevresinde yasamis hayvan ve bitki
formlarinin soyutlanmis motiflerini gérityoruz. Ya da bakircilikla ugrasan bi-
rinin iirettigi formlarda... Biz bu iiretimlere bakarak d6nemin hayatini goriiyo-
ruz. Gelenek boyle bir sey.

Ben Eskisehirliyim. O yérede geleneksel bir hayat vardi. Anne, baba, aile,
bayramlar, diigiinler, cenazeler... Béyle yasardik. Bu yérenin insani oldugumuz
icin direttigimiz seylerin hepsi bunlarla ilgili. Burada gérdiigiiniiz iiretimler ¢o-
gunlukla insan iligkileri ile ilgili, sevgi ile ilgili.

"'E’,‘: - .'

In order to see how the concept of tradition differs in craft and artistic pro-
duction, I go out of the usual production districts of Istanbul -Galata, Ka-
rakéy, Eminénii- and visit the workshop of Ekrem Ozen, who produces
murals to be used in architecture. I wanted to talk to Ekrem Ozen because
he has a different production process than the others I have met, and con-
tinues to develop his production that originates in tradition. He is also
challenging me to think about what I mean by “traditional production”, as
well as, how problematic it can be if the word “tradition” is perceived as a
thing learned only from culture, family, and applied without being questi-
oned or improved today.

Can you tell me about how your art practice began and how this works-
hop was established?

I graduated from the School of Applied Fine Arts. The disappearance of han-
dicrafts after the Industrial Revolution led to the establishment of such schools.
The Bauhaus Movement also has an impact. They provided an education with
practice-based learning methods. With the idea of designing every area we live
in, Graphic Arts, Textile, Ceramics, Interior Architecture, Decorative Painting
departments were established. I graduated from the Decorative Painting depart-
ment and set up this workshop. This is a workshop that produces murals for arc-
hitecture. We have executed many examples in both official and civil buildings.
We produce for the spaces we use everyday such as residences, offices, shopping
malls. We use glass, make mosaics, and murals on the wall.

What does the concept of tradition or traditional production mean to
you? As an artist, how does your work benefit from traditions?

What we call tradition is the way people live; traditions are built around
what people produce. For instance, people who earn their living from the soil,
celebrate their production by going to the field with clean clothes one day a
week. Someone who harvests his products, feasts after working all year. We
also see tradition in the products of people in urban life. For example, in car-
pets, we see abstracted motifs of animal and plant forms that are familiar to
the manufacturer. Or in the forms produced by a coppersmith... We see the life
of the period by looking at these productions. Tradition is something like that.

I am from Eskigehir. There was a traditional life in that region. Mother, fat-
her, family, holidays, weddings, funerals... We lived like this. Since I am some-
one from that region, all of the things I produce are related to that culture. The
productions you see here are mostly about human relationships and love.

That is to say, traditional production can be about past memories and
emotions, rather than solely using techniques and motifs from the past...

What we call tradition is the area we live in, the culture we create; it is the
ideas, thoughts and attitudes. None of the traditional motifs are in my produ-
ctions. For me, past motifs are a thing of the past; it was necessary and used
then... Every person deals with themselves; try to resolve themselves through
what they produce. As you can see here, today I am trying to express myself
with glass material.

Is that the difference between art and craft? While one repeats learned
traditions without developing, the other uses traditions to produce novel
things...

If there is the chance to put new knowledge on the tradition, the artisan
himself and his production will change. Traditions without new knowledge
will always remain the same. This is the difference between craft and art.

What is the place of murals in our culture? Can you talk about the
examples in the Ottoman Empire or Istanbul?

The classical techniques we use today, such as reliefs and frescoes, were not
used in the Ottoman Empire. These are the techniques used in the West. We do
not really have a rich tradition of mural; especially before the School of App-
lied Fine Arts. Tarabya Hotel was built in the 1960s. A competition for murals
was held while this hotel was being built. Such a tradition began to form in
those years. For example, while Istanbul Drapers Bazaar (IMC) was designed,
murals were included in certain areas there. Many artists such as Bedri Rahmi,
Nedim Giinsur, Eren Eyiiboglu have murals there. Levent houses were built

Yani geleneksel iiretim ge¢misten gelen teknikleri ve motifleri kullan-
maktan 6te, gecmis anilar ve duygular ile ilgili olabilir...

Gelenek dedigimiz sey yasadigimiz alandir, olusturdugumuz kiltiirdiir; fi-
kir, diigiince, insani durustur. Geleneksel motiflerin hi¢biri buradaki tiretim-
lerimizde yok, goriiyorsunuz. Bana gore ge¢misteki motifler ge¢miste kalds; o
zaman gerekliydi, o zaman kullanildi... Her insan kendisi ile ugragir; tirettik-
leri ile kendisini ¢6ziimlemeye ¢alisir. Burada gérdiigiiniiz gibi ben bugiin cam
malzemesi ile kendimi ifade etmeye ¢aligtyorum.

Zanaatkarlik ve sanatkarlik bu noktada mi birbirinden farklilagiyor?
Biri 6grenilmis bir gelenegi gelistirmeden tekrar ederken 6teki gelenekler-
den beslenerek 6zgiin seyler iiretiyor...

Gelenekten gelenin tizerine yeni bilgiler koyma sansi olursa insanin kendisi
de, iiretimi de degisir. Bilgi koymadan mevcut olan devam ettirildigi zaman
gelenekler hep ayni ey olarak kalir. Zanaat ve sanat arasindaki fark da bu.

Duvar resminin ge¢cmisten bugiine kiiltiiriimiizdeki yeri nedir? Osman-
Irdaki ya da istanbul’daki 6rneklerinden bahseder misiniz?

Bizim simdi kullandigimuz rolyef, fresk gibi klasik teknikler Osmanlr’da yok-
tu. Bunlar daha ¢ok Batr’da kullanilmis tekniklerdir. Bizde aslinda duvar resimi
gelenegi diye bir sey pek yok; hele Cumhuriyet’ten, Tatbiki'den 6nce hig yok.
1960’larda Tarabya Oteli yapiliyor. Bu otel yapilirken igerisinde duvar resmi
kullanmak i¢in bir yarigma diizenleniyor. O yillarda béyle bir gelenek olusmaya
baslamis. Ornegin, Manifaturacilar Cargisi tasarlanirken orada da belirli alanla-
rinda duvar resimleri kullanilmis. Bedri Rahmi, Nedim Giinsur, Eren Eyiiboglu
gibi bir¢ok kisinin isleri var orada. Tahminimce yine ayn1 dénemlerde Levent
evleri yapiliyor ve duvarlari i¢in sanatcilar davet ediliyor. Bugiin ise benim gibi
bagimsiz olarak farkl yerlere uygulama yapanlar var. Ama bu daha yeni bir ge-
lenek. Bizde mimarlik mevzusu daha yeni ¢linkii. Dikkat ederseniz etrafinizda
mevcut arsalara yapilmig binalar var, tasarlanmus sey ¢ok az bizde.

Vitrayin ge¢misi nasil peki?

Biz vitraya 151kl1 cam resmi deriz; ge¢misi ¢ok daha eskidir. Tabii ge¢mis-
te cam ¢ok kiymetli, altin gibi degerli bir malzemedir; ¢iinkii yapimi kolay
degildir ve biilyitkk enerjiler gerektirir. Bu yiizden 6ncelikle saraylar ve dini
mekanlarda kullanilmis. Kiliselerdeki vitraylar daha ¢ok Incil’in tasviri ve
figiirlerden olugurken, bizdeki camilerde daha soyut, geometrik formlar var.
Sivil mimariye ise yavas yavas gelmistir. Ornegin, zamanina gore ¢ok orijinal
bir meké4n olan Markiz Pastanesi’nde Mazhar Resmor’un vitraylar1 var. Ora-
nin duvarlarinda Fransa’dan getirilmis iki seramik tablo; tavanlarinda ibrahim
Safi’nin resimleri var. Asansériindeki aynanin, graviirlii camlarin, vitraylarin
tamirini de ben yaptim... Tiirkiye’de siyasi tavir, genel ahlak yapis: degistikce
o dénem olugmaya baglamig duvar resmi gelenegi de zamanla azald1.

Sizce bugiin geleneksel iiretimi korumamiz ne kadar 6nemli?

Bugiin el iiretimini koruyamayiz; korumak ¢ok zor. Hele ki simdi bilgi ¢cagin-
da ¢ok sey degisti. Yararlanilabilecek, kullanilabilecek bir siirii enstriiman var-
ken geleneksel iiretimin siirebilmesi ¢ok zor. Ancak daha kapali bdlgelerde sii-
rebilir... Fakat 6rnegin, camda el iiretimi h4l4 yaygin. Sanayi Devrimi'nden son
el sanatlar1 ortadan kalkt1 ama 1960’lardan sonra stiidyo camcilig1 dedigimiz
kiigiik olgekli, elle yapilan cam tiretimleri tekrar yayginlasmaya bagladi. Bunlar
camuin ilk bulundugundan bu yana kullanilan yéntemlerle yapiliyor ¢iinkii maki-
ne ile iiretilme sans1 yok. Bu tiir iiretimler titkenmeyebilir, hep devam eder.

Finlandiya’da bulundugum siirede gézlemledigim kadariyla orada geng
tasarimcilar ge¢mislerinden gelen cam iiretim geleneklerine bugiin hala si1-
kica sahip cikiyorlar. Tiirkiye’de var olan iiretim kiiltiiriiniin pek korunma-
masinin nedeni ne?

Evet, Finlandiya bunun merkezi. Cam iiretimi orada ¢ok farkli ve giizel. Tabii
herhalde orada biiyiik sirketler finanse ediyor bunu; ¢iinkii cam egitimde kul-
lanmak i¢in maliyeti agir bir sey. Firinlar kurmak gerek, firinlarin isitilmast i¢in
cok biiyiik enerjiler harcamak gerek... Tiirkiye'de zor; bunun i¢in 6zel bir caba
gerekiyor. Bunu kim yapacak? Sirketler mi yapacak? Devlet mi yapacak? Orne-
gin Anadolu Universitesi’nin Agikdgretim Sistemi’nden gelen geliri kullanilarak
ilk kez Eskisehir’de Giizel Sanatlar Fakiiltesi’'nde bagimsiz bir Cam Béliimii acil-
d1. Burada bu isler zor kogullarda, insanlarin kendi ¢abalariyla yapiliyor.

around the same period and artists were invited to produce murals on the fa-
cades, too. Today, there are those who work independently for various places,
like me. But this is rather a new tradition. In fact, architecture is new to us. If
you look around, there are only buildings built in the existing lands, we have
very few that are designed.

And how is the history of stained glass?

We call it illuminated glass painting; its history is much older. Of course, in
the past, glass was a precious material such as gold because it was not easy to
build and required a great deal of energy. Therefore, it was used mainly in pa-
laces and religious venues. While stained glass windows in churches are based
on figures and depictions of the Bible, the ones in mosques are rather abstract,
geometric forms. It was started to be used in civil architecture much later. For
example, Mazhar Resmor has a work of stained glass in the Markiz Patisserie,
a place that was a very original place for the time. There are two ceramic pain-
tings brought from France on its walls, and murals of Ibrahim Safi on the cei-
ling. I have repaired the mirror, engraved windows and stained glass in its ele-
vator...The mural tradition started to appear around that time has gradually
decreased with changes in political attitude and public morality in Turkey.

How important do you think is to preserve traditional production today?

We cannot preserve handicrafts; it is very hard to do so. Especially now, in
the information age, much has changed. When there are many tools that can
be benefited from, traditional production is very difficult to sustain. It may
only exist in closed communities... On the other hand, hands-on production in
glass is still common. Handicrafts disappeared after the Industrial Revolution,
but after the 1960s, small-scale and hands-on glass production, which we call
studio glass, began to become widespread again. Those works are produced
with the same techniques used since the glass was first found; because a mac-
hine cannot produce glass in such forms. Such productions may not be lost and
always continue.

As far as I have observed while living in Finland, many young designers
embrace the past glass making traditions of their country. Why is produc-
tion culture in Turkey not adopted in a similar way?

Yes, Finland is special for that. Glass production is very different and beau-
tiful over there. Most probably large companies finance this; because glass
production is too costly to be included in education. Ovens need to be instal-
led, a large amount of energy is required to heat the ovens... It’s difficult in
Turkey; a special effort is needed to do so. Who will do this? Will companies
do it? Will the state do it? For example, an independent Glass Department was
opened for the first time in Eskisehir Faculty of Fine Arts, using the income
obtained from Anadolu University’s Open Education Faculty. In Turkey, such
things are done in difficult conditions through people’s own efforts.
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Alt1 yi1ldir Balat’taki
atolyesinde el yapimi
tabelacilik yapan
Biirkan Ozkan’la
tabelaciligin gelenegi

ve Tiurkiye’'nin ge¢irdigi
kentsel dontigiime
paralel olusan gorsel
kimlik tizerine konugstuk

We interviewed Biirkan
Ozkan, who has been
making hand-made signs
in his studio at Balat for
six years, to discuss the
tradition of making signs
and the development of
the notion of visual
identity in parallel to

the urban transformation
in Turkey

Egitiminiz grafik tasarim iizerine, tabelaciliga nasil basladiniz?

Tasarim okudugumda ilgi alanim ¢ogunlukla tipografi ve yazi tasarimu iize-
rineydi, ¢6ziimlerimi oradan buluyordum. Reklam ajanslarinda da iglerimin
cogunu tipografiyle yapryordum. Gorsel disginda elim hep yazi tasarimina kay-
d1. 14 sene ajanslarda calistim, sonrasinda kendi atélyemi a¢tigimda niyetim
grafik tasarima devam etmekti, ama at6lyeyi agmamin bir nedeni olmasi ge-
rektigini diigiindiim. Buras: daha primitif, daha elle yapilan isler tiretmeliy-
di. El iiretiminin eksikligini 1800’lerin elle yapilmus sirk posterlerini toplayip
tizerindeki tipografileri taklit etmeye baglayarak, kaligrafi calisarak giderme-
ye calistim. Sonra kendi kendime buluntu mobilyalar ve egyalar tizerine yaz1
yazmaya bagladim. Tabela ise birkag kisiye hediye olarak yapmamla baslad..
Tabelaya yonelmem planlanmis bir sey degildi ama bilgisayardan ¢ikip yazi-
y1 yeniden biitiin espasiyla, font se¢imiyle elle yapma hissiyat1 ¢ok bagka bir
seydi. Hala en ¢ok heyecanlandigim sey budur. Tabelacilig is olarak yapmiyo-
rum, bu benim kendimi tatmin etme seklim. Zamanla kendimi gelistirdigim
bu hobi benim igim haline geldi. $u anda daha da oturdu, alt1 sene oldu atdlye-
yiagali. Elim de biraz daha oturdu. H4l4 6zel projeler gelirse grafik tasarim ya-
pryorum ama tabelaciligin artik hayatimin bir parcasi oldugunu kabullendim.
Kendimi i¢inde buldum diyebilirim kisaca.

Kendi basimiza kaligrafi yapmay1 nasil 6grendiniz? Tabelacilik ise
apayri bir sey.

Evet aslinda bu isi birilerinden 6grenmen gerekiyor, kendi kendime 6gren-
me kismu siireci baya yavaglatti. Bu isin 6zii geregi zamaninda ustalar hep ¢i1-
raklarina birakmuiglar, ¢iraklar da kendi atélyelerini agmiglar. Benim girdigim
zaman ortalikta usta yoktu. Ben Istanbul'da igneyle kuyu kazdim. Izmir’de,
Adana’da ustalar1 aragtirdim -ki h4l4 daha aragtiriyorum. Bazi tabelalarin im-
zalar1 vardir. Bu imzalar1 o yoredeki insanlara sorarak, s6zlii tarihten bulmaya
caligtim. Baktim ustay1 bulup, onu ikna edip, bir sekilde bir ¢alisma programu
yapmakla olmayacak, oturdum videolardan, eski kitaplardaki yazim sekille-
rinden, ilkokullarda dagitilan ¢izgi/tire kitaplarindan yazi ¢alismaya basla-
dim. Bu isin egitimini veren workshop’larda da bunlar ¢alisiyorsun, nce bu
1sinma hareketleri yapiliyor.

Hala calisiyorum, yeni yollar 6greniyorum. Fir¢a ¢ok acayip bir seymis, o
kadar ¢ok sey yapabiliyorsun ki, her fontu ¢ikarabiliyorsun. Biitiin fontlarin
o tirnak kivrimlari, kalinliklari, ara espaslari... Temelleri aslinda el yazmala-
rinda kullanilan fir¢a, kamug gibi tekniklere dayaniyor. Fontu biz dijitalde ya-
pilmus, farkls stillerde alfabeler olarak algiliyoruz ancak bir kivrimin nedenini
veya espasin kalinligini elle karar vererek yapinca isi bagka bir tarafindan 6g-
renerek ilerliyorsun. Bos zamanlarimda farkli fontlarda kelimeler ¢aligtyorum.

Misterinin islerini de 6nce k4git kalemle ¢alistyorum. Onu héla birakma-
dim. Bir fikrin baglangicini her zaman k4git kalemle yaparim. Daha sonra
bilgisayarda ¢izimi cephe iizerine yerlestirerek nasil duracagini gésteriyorum
tabii. Ama elle calismak tamamen yapanlari ve yapilmus isleri inceleyerek oldu.
Zemin rengi, yaz1 golgesi gibi detaylar 6zellikle Avrupa’da daha oturmug bir
kiiltiir. Renk kombinasyonu olsun, font kullanimi olsun, miitevaziliklari ol-
sun.. Daha ¢ok oradan 6rnek aliyorum.

Bu isi bir ustadan 6grenmediginiz icin geleneksel yontemleri esnetme
sansimz oldu mu? Farkli teknikler kullaniyor musunuz?

Bu fir¢a tutmamdan, boyanin kivamina kadar tamamen deneye yanila 6g-
rendigim i¢in emin degilim. Cézdiigiim dedigim seyleri bir siire sonra yanlis
¢ozdugumi fark edebiliyorum. Ciinkii yaninda bakarak 6grenebilecegin birisi
olmadigindan kendi kendimi siirekli sinayarak is yapiyorum. Vernik atmak,
zimpara yapmak bundan sekiz 6nceye kadar bana ¢ok uzak seylerdi, ben ajans-
ta mouse kullaniyordum. Yine k4git kalem vardi da zimpara yoktu hayatimda.

Your training is in graphic design. How did you begin to make signs?
When I was studying, my interest was primarily in typography and text de-
sign; I found my solutions there. Most of my work was based on typography
at advertising agencies. In addition to images, I always seemed to design texts.
I worked at agencies for 14 years and when I opened my studio, I intended to
continue with graphic design, but I thought there should have been a reason
to open a new studio. This needed to be a place of production for a more pri-
mitive, manual work. I started collecting circus posters from the 1800s, made
by hand, and started imitating the typography there to make up for my lack
of manual production; I also worked on calligraphy. I wrote on found pieces
of furniture and objects. The sign business began with me doing signs as gifts
for a few people. It was not something I had intended but it was a completely
different sensation to think about the space and the typeface while making a
sign by hand, as opposed to taking a print-out from a computer. This is still
what I am most excited by. I don’t make signs as a business; this is how I satisfy
myself. Over time, what I had developed as a hobby became my work. Now it
is more settled - it has been six years since I opened my studio. My hand is also
more at ease now. I still do graphic design for special projects, but I accepted
that hand-made signs are a part of my life now. It is possible to say that I found
myself in it somehow.

How did you begin to do calligraphy on your own? Sign-making is so-
mething else completely.

Yes, it is important to learn these things from someone. Learning by myself
slowed down the process. Due to the nature of the work, masters left their bu-
siness to their apprentices and the apprentices opened up their shops. When
I started, there were no masters. I researched meticulously in Istanbul; I loo-
ked for masters in Izmir and Adana and I'm still looking. Some signs include
signatures. I asked around locally to find out more through oral history. Then
I realized that it was not possible to find a master; to convince them, and to
establish a working schedule... I began studying on my own, looking at videos,
the typographies in old books, and line-hyphen books that are distributed in
primary school. You do this kind of work in the trainings; there are always
exercises to warm up.

I'm still working, I'm looking for new ways. The brush is something else!
You can do so much with it, you can write in every font using a brush. The cur-
ves on the quotation marks on each font, their thickness, and spaces in-betwe-
en... The roots of the techniques are using brushes and straws, it can be seen in
hand-written manuscripts. We perceive a font as a digitally-created alphabet
using different styles, but when you think about the thickness of the space
by hand, you move forward by learning the work from a completely different
angle. In my free time, I work on words in different fonts.

I also start with pen and paper for the client works. I have not given that up. I
always sketch an idea of using pen and paper. Then I, of course, use the computer
to do arender, installing it on the surface. But working by hand has helped me to
develop my practice by looking at the work of those before me. The color of the
background, the shadow of the text are especially important in Europe. Their
color combinations, font choices, and modesty set examples for me.

Since you were not trained by someone, were you able to stretch traditi-
onal methods? Do you use different techniques?

Since I have learned everything from holding a brush to the consistency of
paint through experimenting, I am not sure. I can see that sometimes what I
seem to have resolved was the wrong solution. As I do not have anyone that I
can look to and learn from, I always test myself and learn through experience.
Putting on varnish or sanding was quite distant notions to me until eight years
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Mesela ilk bagladigimda su kontrasi kullaniyordum, kolayima da geliyordu,
dis ortama da dayanikli diye diigiiniiyordum. Fakat malzemenin belli kalite
cesitleri varmig. Bunlari deneye yanila 6greniyorsun. $imdi bes sene 6nce yap-
t1igim bazi tabelalarda sisme gériiyorum, ama yapacak bir sey yok o zaman ace-
miligime gelmis. Simdi malzemeyi degistirdim, daha kaliteli ve uzun émiirlii
malzemeler buldum.

Balat ¢evresindeki esnaf neler diisiiniiyor?

Ilk bagladigim zamanlarda bu eskiye dénme trend’i daha alevlenmemisti,
yeni yeni bagliyordu. Garip kargiladilar tabii. “Sen necisin?” diyorlardi. Ta-
belaci onlar i¢in folyo kesim yapan, kiralik/satilik brandasi basan kisi... An-
layamadilar. Ressam olarak bildiler fir¢ca ve boya kullandigim i¢in. Zamanla
isler artmaya bagslayinca anladilar. “O zaman bu adam tabela ressami1” dediler,
simdi artik tabelaci olarak biliniyor. Seyyar manav da, yeni jenerasyondan in-
sanlar da geliyor. Bazi kisilerse aray1 o kadar kagirmig ki bu meslegi yeni bir sey
zannediyor, sevgilisinin resmini getiren de var.

Bu isin maddiyat kismin1 merak ediyorum. Fircalar, boyalar... Biitiin bu
masraflarin ve 6zellikle seri iiretimin karsisinda nasil ayakta duruyorsunuz?

Benim onlara alternatif olma gibi bir iddiam hi¢bir zaman olmadi. Ben seri
tiretim tabelalar karsisinda tamamen haut couture kaldigim igin kulvarlarimiz
ve hedef kitlemiz ¢ok farkli. Bu nedenle fiyatlandirmalar da farkli oluyor. Bag-
larda zaten bu konuyu oturtana kadar
cok zorlandim. Neye gére fiyat kiyasla-
mas1 yapacaksin? Ahsabin metresi belli,
sen de alsan ben de alsam ayni, boyanin
parasi da belli. Buradaki olay senin ken-
dine bigtigin emeginin kargilig1 oluyor.
Onu da motivasyonunu yiiksek tutmak
icin belli bir ¢izginin ustiinde tutmak
gerekiyor.

Sonugta seri iiretimden ¢ikabilecek
herhangi karakterin diginda igler iire-
tebiliyorsunuz el isi oldugu i¢in.

Herhangi yaptigim bir isin renk kom-
binasyonunu veya fontunu bagka bir yer-
de goéremezsiniz. Anca benzer bir font
goriilebilir. Simdi kisiye/kuruma 6zel
olma durumu kiymete bindi. Bu yeni d6-
nem retro olma trendi de ¢ok hizli bir ge-
kilde tiiketiliyor artik. Goriiyorum bazi
cafelerde, internetten latte, mocha yazan
hazir tipografileri alip tizerine logo yer-
lestiriliyor.

Bu kadar geleneksel diyebilecegi-
miz zanaat tiiriiniin soylulagtirmayla
paralel gitmesi de enteresan...

Evet, misterilerim arasinda esnaf
olsa da genele baktigimda daha iist bir
kesime hitap ettigimi gorebiliyorum.
Bazen kitsch bir sey mi yapiyorum diye
kendimi sorguladigim da oluyor.

Kalem kagida dondiikten sonra
grafik tasarimi anlayisimzda da bir
farklilik olugtu mu?

Insan gevresiyle kendi kimligini olus-
turuyor. Yaptigim tasarimlarin da renk
diinyas: birazcik tabelacilikta ilham al-
digim tarza kaymaya bagladi. Siirekli
kendini ¢imdikleyen bir yapim vardir
benim, bir tarzin suyunu ¢ikartmamak
i¢in kendimi uyaririm. Ciinkii aldigim bir grafik tasarim egitimi de var. Bunun
da kolayligina veya siisiiniin cazibesine diismemek gerekiyor. Ornegin Bauhaus,
veya konstriiktivizm dénemleri temelleri saglam tasarim anlayiglari. Benim yap-
tigimsa bu isin belli bir donemini aslinda yeniden hayata gecirmek gibi. Tabela-
cilik da grafik tasarim tarihinin bir pargasi sonugta. O anlamda isleve doniistii-
giinde zaten kendi cevabini veriyor. Tabelay: da is i¢in istiyorlar, siis olsun diye
degil, artik o biling de oturdu.

Belli bir kimlik isteyerek geliyor mu miigteriler?

Orada ben biraz yonlendiriyorum. Bir 6rnekle gelen ya da esine/dostuna
yaptirilmig bir ¢izimle gelenler oluyor. Bir sekilde ikna ediyorum. Dayana-
miyorum ¢iinkii. Bu isi yapmadan énce de takardim tabelalara. 1990’larda
ve 2000’lerin baglarinda Beyoglu tabelalarini degistirmiglerdi, altin ahgap ze-
minli. Hi¢ mi bir tasarimciya sormazsiniz? O zamandan beri var bu tepkisel
durumum, kim olursa olsun karsimda fikrimi séylityorum. Once mekandan
baslamak gerekiyor, sadece tabela degil. Benim 6nerdigim tasarimi da oturup
tartismamiz gerekiyor. Karakteri tam oturmamig bir mekéna 6ylesine bir ta-
bela yapmayi etik bulmuyorum, o kadar para odakli diisiinmeye de gerek yok.

O halde her seferinde mekan1 goriip ona gére bir tasarim hazirliyorsunuz.

Evet, gidip goriiyorum. Ornegin dar bir sokak igindeki diikkana 5 metre
tabela yapmaya gerek yok. Sokagin derinligi, binanin cephesi gibi konular géz
o6niinde bulundurulmali. O yilizden gérmem gerekiyor. Biiyiik yapalim da pa-
ramizi ona gore alalim diye diigiinmiiyorum. Yaptigimiz sey ise yarasin, dogru
yapilsin bu daha 6nemli.

ago - I was using a mouse at the agency. There were pens and sheets of paper, but
no sandpaper. For example, I was using plywood at the beginning and I thought
they would last long outside. But there are various qualities of materials availab-
le, which you learn through experience. Some of the signs that I did five years
ago have bumps now, but there is nothing I can do - I was an amateur. Now I have
changed the materials I use and I have found long-lasting materials.

What do the shopkeepers in Balat think about your work?

When I first started, this trend of going back to the old had not begun, it was
slowly taking off. They found it strange of course. They would ask me what my
work was. For them, a sign-maker is someone who did laser-cuts or someone who
printed the sign for rent or sale. They couldn’t understand. They thought I was a
painter since I used brushes and paint. But when I started getting more work, they
figured it out. They said that I was a sign-painter, but now I'm known as a sign-ma-
ker. I have clients who are greengrocers and also young people from the new gene-
ration. Some people are so out of touch with this work that they think this is a new
kind of work. Someone even brought a picture of their partner for me to paint...

I’m curious about the financial aspect of your work. The paint, the
brushes... How do you make a living among all those costs, especially
when compared to mass production?

I have never claimed to be an alternative to them. 'm in a completely dif-
ferent lane than mass production signs;
my work is haute couture and my target
audience is completely different. The

1 pricing is thus very different. It was very

difficult for me at the beginning to set

h things up for this reason. What would

you be comparing the price to? The unit

price of wood is well-known, it is the

same for everyone, the price of the paint

is set. The key here is the price you set for

your labor. And it is important to set that
at a certain level to stay motivated.

You can produce different things
manually comparing the ones made by
mass production.

You can’t find the color combination or
the font I use for my works anywhere else.
You could find similar fonts maybe. Now,
being customized/institution-specific is
more valuable. In this new era, the trend
of being retro is quickly consumed. I see
in certain cafes that they take ready-made
latte, mocha signs from Internet and place
their logo using those typefaces.

Interestingly, such a traditional craft
runs in parallel to gentrification.

Yes, although most of my clients are
tradespeople, I can see that I appeal to a
higher social status. Sometimes I do won-
der whether I'm doing something kitsch.

Has there been a difference in your
understanding of graphic design after
you returned to pen and paper?

People form their identity through
their environment. The colors of the de-
signs I made started to shift to the style
that I was inspired while making signs. I
always poke myself during my processes
- it is important not to go too far into a
style. There is also the graphic design training that I had. It is important not to
fall into the facility of this and to be tempted by the decoration. For example,
Bauhaus and constructivism eras have strong foundations in design. What I
have done is to realize a certain period of this work. Sign-making is a part of
the history of graphic design. As it has become functional, there is responsive-
ness there. People ask for signs for work, not for decoration - that conscious-
ness is now there.

Do clients come to you with a certain identity in mind?

I direct them. People come with a sample or a design that someone has done
for them as a favor. I convince them because I can’t do it! Before I started
this business, I would also think about signs. In the 1990s, beginning of the
2000s, they had changed the signs in Beyoglu to something with a gold, wood
background. How could you not consult a designer? I have been reactionary
since then and no matter who it is, I state my opinion. It is important to start
with space, not just the sign. We have to sit down and discuss the design that I
propose. I do not find it ethical to just make a sign for space with an unsettled
identity. We don’t need to be that money-oriented.

So you see a space and prepare a design based on that space.

Yes, I see the space first. For example, for a shop on a narrow street, I don’t
have to make a 5 meter sign. It is important to take into consideration the wi-
dth of the space and the visibility of the building’s facade. That is why I need
to visit the place. I don’t think about making a sign larger so that I can make
more money. I want our work to matter and to be done correctly.
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Once mekandan baglamak gerekiyor, sadece tabela
degil. Benim 6nerdigim tasarimi da oturup tartigmamiz
gerekiyor. Karakteri tam oturmamis bir mekana
Oylesine bir tabela yapmayi etik bulmuyorum.

Al
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It is important to start with space, not just the sign.
We have to sit down and discuss the design that
I proposed. I do not find it ethical to just make
a sign for space with an unsettled identity.

Tiirkiye’nin tabelacilik ge¢misini ve bugiiniinii Avrupa ve Amerika’yla
nasil karsilastirirsiniz? Gergi su an diinyanin her yerinde bir d6niisiim var.

Trend’ler her yerde ayni. Ama tabii Avrupa ve Amerika alfabelerini hi¢ de-
gistirmediginden belli bir avantajlar1 var. Bir siiregleri, tarihleri var.

Dogru. Biz sadece son 100 yila bakabiliyoruz.

Bizim ge¢misimizde Arapga tabelalar var.

Apayrn bir grafik dil.

Evet, bize Latin alfabesi sonra geldigi i¢cin tabelacilik ve kaligrafi de hep
Avrupa’y: taklit noktasinda. Belli bir doneme bakildiginda hep ayni islerin
ciktig1 gorilityor. Bize biraz Alman ekoli de hakim. Egitim sistemi daha ¢ok
Alman ve Rus ekoliinden geldigi i¢in tasarimlar da o ekole kayiyor. Onun i¢in
bir Amerikan ya da Ingiliz tabelalarindaki siisleri pek gdérmeyiz burada.

Daha modernist bir estetik var.

Evet. Arapcadan Latin alfabesine gectikten sonra grafik dil belli bir diiz-
likkte baslamis ¢iinkii orada bir islevi yerine getirme derdi var. Bu iiretimleri
de donemin Ermeni, Levanten ustalar1 yapryor. Onlar biraz bu isi sekillendi-
gi ve siisledigi s6ylenebilir. Onlarin tabii kiiltiirleri itibariyle biraz daha farkli
bakis agilar1 var. Cogu tabelacinin ustasi, 6zellikle 1950’ler, ve 60’larda hep
Ermeni ve Yahudi ustalar. Tiirk ustalarin kendilerine taktiklar: lakaplar bile
hep yabanci isimler. Ornegin Canakkale’de iinlii bir tabelaci var, ismi aslinda
Mehmet ama Jackson diye hitap ediyorlar; Jackson Mehmet. Bir ykiinme var.

Apartman isimlerinde, otuz kirk yillik ditkkan tabelalarinda gérdiigimiiz
belli bir estetik var. Ama 1980’den sonra teknolojiyle gelen genel bir toplum-
sal yozlagma var. Isin icine plastik giriyor, hizli iiretim giriyor. Hizla beraber
zevksizlik de artryor. O kiiltiirii korumak iyice zorlasiyor ¢iinkii Istanbul’daki
bu kaotik tabelalar da, gérsel kirlilik de hizla degisen niifusla alakali. Herkes
kendi kiiltiiriine gore ¢6ziim buluyor. Lokantalarin ¢ogundaki print-out yemek
resimlerini diigiin mesela. Boyle anonim bir dil olugtu.

Eski apartman isimlerinde enteresan cizimler goriilebiliyor. Apayr1 font-
lar apayr1 agilarda yerlestirilmis bazen.

Belli bir dsneme kadar Tiirkiye’nin bu konuda belli bir ¢izgisi varmis; gorsel es-
tetik, kurumsal estetik, yerel estetik mimariyle birlikte diigiiniilmiis. Bu tip apart-
man isimleri olsun, ditkkan tabelalar: olsun belli bir estetik kaygis1 hep varmus.

Pasaj girislerindeki duvar oymalari da...

O 6zen tabii ki yerini hiza ve ucuzluga birakti, ¢iinkii bu igin 6zii zaman ayir-
maktir. Benim ¢alisma seklim de o. Bugiinden yarina bir is istediginde neden
yapamayacagimi anlatiyorum. Zaten miisteri de gercekten tabelay: yaptirmak
istiyorsa bekliyor. Birazcik ters denge, hiz ve estetik.

Apartman isimlerinde verilen kararlar da ¢ok ilgimi ¢ekiyor, sonugta bir
marka kimligi degil ya. Baz1 mahallelerde ¢ok ¢ilgin 6rnekler goriilebiliyor
gercekten.

Mat, parlak, alt golgeler, degisik acilar... Dev altin harfler kullaniyorlar me-
sela, altin varak {izerinde hala ¢calisiyorum mesela, zor bir is.

Mabhallenin dilini tabelalar ¢cok etkiliyor. Balat bu anlamda diger bol-
gelere kiyasla 6znel kimlik agisindan siirekliligi olan bir yer ama cogu da
sizin isleriniz. Artik diikkanlar o kadar kisa siireli aciyor ki, galiba kimse
6nemsemiyor artik, bu da yatirim gibi bir sey sonugta. Bu kadar hizli bir
déniisiim varken gorsel dil iizerine konugsmanin aciliyeti de azaliyor.

6 ay sonra satiyorlar zaten diikkani. Onun igin isini gérsiin yeter. Ozen gos-
teren insan belli oluyor zaten. Bu isle ilgili konugsurken insanlara aldigim ka-
rarlari grafik tasarimdaki argiimanlarla anlatiyorum. Renk olsun, border’1 ol-
sun, kullanacagin font olsun. Tabii font olarak belli bir dénem fontlarini daha
cok tercih edebiliyorum. Bende de bir geriye doniis oldu o anlamda.

How would you compare the past and the today of sign-making in Turkey
to Europe and the United States? There seems to be a transformation ever-
ywhere in the world now.

The trends are the same everywhere. Of course, Europe and the United Sta-
tes have the advantage of not having changed their alphabet. They have a pro-
cess, a history.

That’s true. We can only go back a hundred years.

We have a past of signs with Arabic script.

A completely different graphic language.

Yes, as we started using the Latin alphabet later, sign-making and calligrap-
hy always appear to me mimicking Europe. When we look back at a certain
period, we see the same kind of work all the time. We also have a bit of a Ger-
man cult in us. The education system is linked to Germany and Russia, so the
designs go in that direction as well. That is why we would not be able to see the
ornamentation from an American or a British sign.

A more modernist aesthetic?

Yes. When the transition was made from the Arabic to the Latin alp-
habet, the graphic language started from a plateau, because there is the
purpose of serving a function there. The productions are done by impor-
tant Armenian and Levantine masters. It is possible to say that they shaped
and ornamented this practice. And their outlook is different due to their
cultures. Most sign-makers, especially in the 1950s and 1960s, are Arme-
nian and Jewish masters. Even the nicknames that Turkish masters assume
are foreign names. For example, there is a famous sign-maker in Canakka-
le and his name is Mehmet, but they call him Jackson - Jackson Mehmet.
There is a yearning there.

The names of apartment buildings, the signs on shops that are thirty, forty
years old have a certain aesthetic. But after 1980, there is a decay stemming
from the use of technology. There is now plastic as a material, mass and quick
production. With speed, taste disintegrates. It becomes increasingly difficult
to preserve that culture because the messy signs in Istanbul and the visual cha-
os are related to the quickly-changing population. Everybody comes up with a
solution through their own culture. Think about the print-out food pictures at
many restaurants. There is an almost anonymous language.

Itis possible to see interesting drawings on old apartment building signs.
Sometimes, different typefaces are juxtaposed.

There was a standard in Turkey up until a certain point - visual aesthetic,
institutional aesthetic, and local aesthetics have been considered alongside ar-
chitecture. Such apartment building names, shop signs were addressed with a
certain aesthetic sensibility.

The wall ornaments at the entrances of the arcades...

That care has been replaced with speed and cheapness because the essential
element here is to set aside time. That is how I work. When somebody asks for
me to do something for the next day, I explain to them why that is not possible.
And if the client wants to have the sign made, they wait. The relationship is
one of reverse ratios, between speed and aesthetic.

I’'m often interested in the decisions made with building names. After
all, they are not brand identities. There are very out-there examples in
some neighborhoods.

Matte, shiny, low shadows, different angles. Some use giant gilded letters.
I’'m still working on figuring out a golden background, it is quite difficult.

Signs impact the visual language of a neighborhood. Balat, in this sense,
has a very specific identity compared to other areas, but many of the signs
are your work. The shops seem to stay open for such a short amount of time
that nobody seems to care, it is like an investment. When there is such a
quick transformation, the urgency of discussing visual language also seems
to be less pressing.

Stores are sold off to someone else in six months. It must serve a purpose for
them for that time. It is possible to see who cares. When I talk about this work,
I use arguments from graphic design. In thinking about the color, the border,
the typeface to use. I do have a predisposition to use certain typefaces - I have
also gone back in time in that sense.
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Yaz1 Text: Amandine David

Briiksel merkezli tasarimc1 ve aragtirmaci
Amandine David, projesi Crossing Parallels tizerinden
geleneksel zanaatler ve dijital iiretimler arasinda
konumlanan pratigi tizerine yazdi

Brussels based designer and researcher Amandine David
wrote about her research that is located at the crossroad
of traditional crafts and digital practices, by focusing
her project named Crossing Parallels
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Sarma, Amerikan yerli kiiltiirlerinde 11.000 yil 6ncesine kadar izlerini gordii-
gumiiz binlerce yillik bir sepet dokuma teknigidir. 3D baski, diinyaya hizla
yayilmadan 6nce Japonya ve ABD’de stereolitografi olarak yapilan ilk deney-
lerle birlikte, sadece 40 yaginda bir pratiktir. Iki teknik gok farkl: ve birbirleri-
ne karsit gériinebilir. Sarma teknigi, malzemelerin bir insan eli tarafindan has-
sas bir sekilde manipiile edilmesine dayanirken, 3D baski, dijital verilerden
somut pargalar olusturulmasina izin verir. Ancak, aralarinda benzerlikler de
vardir. Her iki teknik de, ayn1 yap1 prensibiyle nesneler olugturur ve bir fila-
menti (ister dogal elyaf ister erimis plastik) digerinin tizerine serer. Bu bi¢im-
sel paralellik, geleneksel el sanatlar1 ve dijital uygulamalar arasindaki kavsakta
maddesel bir kesfi baglatmak icin bahane oldu. Aragtirmanin baglangicindan
itibaren sepet dokuma ustas: Esmé Hofman (1) ve 3D baski sanatgisi Joris Van
Tubergen (2) ile ig birligi yaptim.

Esmé - 22 Subat 2018 (3)

« Tasarimin dokunulabilir hale getirmek i¢in birkag tane yapip nasil gittigi-
ni gérmek i¢in zorlanmay1 seviyorum. Ama oyunu 6grendigim zaman, be-
nim i¢in bitiyor. Ayni seyi tekrar tekrar yapan biri degilim. »

Esmé ile ilk kez Hollanda Zanaatlar Konseyi (4) tarafindan diizenlenen bir
sarma atOlyesinde tanigtim. Dersini takiben ilk sarmami yaptim (# 180127).
Bu parca Esmé’nin bize o giin 6grettigi ii¢ farkli dikisten olusuyor ve diyalogu-
muzun da ilk maddi kanit1. Atlyenin sonunda, sarma ve 3D baskiyi karigtiran
bir aragtirma baglatmaya olan ilgimi paylasmaya gittim ve Esmé bu sorunun
getirdigi teknik zorluklarla ilgileniyor gibiydi. Daha sonra onun evinde bulu-
sarak konusmaya devam etmeye karar verdik.

Esmé’nin atélyesi gercekten geleneksel bir zanaat igyerinin ideallestirilmis
goriintiisiine uyuyor. Eski bir ¢iftligin egimli ¢atisinin altinda, kahverengi ve
bej tonlar1 hakim. Sagda, diger dogal liflerin yaninda yatan bir s6giit dali
stogu var. Her yerde, ahsap raflar kii¢itk dokuma parcalariyla dolu; 6rnekler,
sepetler, ¢antalar, balik tuzaklari, abajurlar... Ortada eski bir sandalye resto-
re edilmeyi bekliyor. Kedi pencereden gegen 15181n altinda hareketsiz aletler
arasinda dolagryor.

Joris - 1 Mart 2018 (5)
« Bir iiriine baglamakta ¢ok is var. Bu benim tek amacim degil. Daha ilk

adimlarda, kavramin teknik kismiyla ilgileniyorum. Daha ¢ok makineleri,
ozellikle uygun fiyatli makineleri “koétiiye kullanma” ile ilgileniyorum. »

Coiling is a millennial basket weaving technique of which we find traces from
up to 11,000 years ago in Native American cultures. 3D printing is only some-
thing like 40 years old, with the first experimentations around stereolithogra-
phy in Japan and the US, before spreading quickly in the whole world. The two
techniques can appear as being very different and rather opposed. Whereas
the technique of coiling relies on the sensitive manipulation of materials by a
human hand, 3D printing allows building tangible pieces from digital data.
However, they also share similarities. Both techniques build objects through the
same construction principle, laying one filament -whether natural fiber or melt-
ed plastic- on top of another. This formal parallel became the pretext to initiate
a material exploration at the crossroad between traditional crafts and digital
practices. From the start of the research, I collaborated with a basket weaving
master, Esmé Hofman (1), and a 3D printing artisan, Joris Van Tubergen (2).

Esme - February 22nd, 2018 (3)

« Ilike the challenge of making the design “weavable”, making a few to see
how it goes. But when I know the game, for me it’s over. I am not somebody
who makes the same thing again and again. »

I first met with Esmé at a coiling workshop organized by Crafts Council
Netherlands (4). Following her class, I made my very first piece of coiling
(#180127). This piece is composed of the three different stitches Esmé taught
us that day and became the first material evidence of our dialogue. At the end
of the workshop, I went to see her to share my interest in initiating a research
mixing coiling and 3D-printing and Esmé seemed interested in the technical
challenge. We decided to meet again later to talk further at her place.

Esmé’s workshop fits the idealized image of a traditional craft workplace. It
is located under the inclined roof of an old farm and made of brown and beige
shades. On the right, there is a stock of willow branches laying next to other
natural fibers. All around, the wooden shelves are filled with small woven piec-
es: samples, baskets, bags, fish traps, light-shades... In the middle, an old chair
waits to be restored. The cat strolls among the tools left immobilized under the
light passing through the window.

Joris - March 1rst, 2018 (5)
« To get into a product is a lot of work. It’s not my goal. I am more in the

first steps, the technical proof of concept. 'm more interested in “abusing”
machines, and especially “abusing” machines which are affordable. »
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Joris’i, Design Academy Eindhoven’daki danigmanim Jesse Howard (6) sa-
yesinde tanidim. Ona aragtirmami anlatan bir e-posta yazdim ve bir toplant1
organize ettik. AtSlyesinin genig cam penceresinden, Amsterdam gehir merke-
zinin merakli yayalari cevremizdeki 3D yazicilarin hareketlerini gézlemleyebi-
liyordu. Cogu Ultimaker (kontrplaktan yapilmis orijinal olanlar). Makinelerin
muriltsi ve erimig plastik kokusu kargilasma cercevemizi sekillendiriyordu.
Yanimizdaki IKEA raflar 3D baskili parcalar ve 6rneklerle doluydu: ¢ok renk-
li sahte bir tabanca, ahgap bir ciice, 50 cm kirmizi bir vida... Arkada yiiksek ve
renkli bir rafta, ¢esitli malzemelerin 3D baski filamentlerinin yiginlar yer ali-
yordu (PLA, ABS, ahsap, metal...) ve farkli renkleri (yesil, mavi, kirmizi, yar
saydam, karanlikta parlayan...) Bazilari ¢alisan, bazilar1 caligmayan yarim dii-
zine 3D yazic1 da depoda duruyordu.

« Ogrenme tamamen eg-katilim siireglerinde gizlidir; insanlarin kafasinda
degil. » (7)

11k toplantilarimizda Esmé’ye pamuk ipi ve 3D baskili parcalardan (# 180210-
2 ve # 180209-1) yapilmus iki parga ve eritilmis plastik tiiplerden (# 171123) ya-
pimis bir model getirdim. Bu nesneleri, sarma ve 3D baski anlayisima dayana-
rak h4la devam eden bir diyalogu tetiklemek i¢in yaptim.

Bana gére her model, teknik ve onu
ele gecirme olasiliklar1 hakkinda bir
soru iceriyor. Bir diyalogda oldugu
gibi, her miidahale her muhatap i¢in
farkli bir anlama sahip. Esmé, Joris ve
ben farkl:i alanlardan (sepet dokuma,
mithendislik, tasarim) geldigimiz
i¢in, algilarimiz, dilleri ve ilgi alanla-
rimiz1 modelleyen farkli kiiltiirlerden
etkileniyoruz. Bu, her katkinin “alt
konusmalar1” agtig1, rizom benzeri bir
dinamikle genisleyen ¢ok katmanl
bir diyalogu sekillendirdi(8). Yaparak
konusuyor ve fikir gelistiriyorduk.
Hassas bir diyalogdan anlagilabilir
kavramlara kadar genis bir yelpazede
ileri geri gidiyorduk. Amacimiz diger-
lerini bir geylere ikna etmek degildi.
Diyalog dahilinde her biri, ortak an-
lamlar ve talimatlar ortaya ¢ikarken
ilgili uygulamalarimiz i¢in degerli gir-
diler ve ilhamlar bulduk. Degisimleri-
miz giderek paylagilan bir malzeme
dagarcigini sekillendirdi.

Joris’e getirdigim bu ilk model,
“dikey” olarak basilacak olan 3B
baskil1 bir pargay: taklit ediyor. Jo-
ris’e bu baskinin miimkiin olmadig;-
n1 bilsem de sordum. 3B baskinin
sinirlar1 hakkinda daha genis bir
tartigma baglatmak istedim. Mode-
lime bakt1 ve ¢ok hizli tepki verdi.
Bana ondan dikey olarak 3B baski
yapmamui istemedigimi, aslinda mo-
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tizerine diiz bir yiizey yazdirmasini
istedigimi sdyledi. Ona gére bu, ya-
zicinin Y yoniinii hackleyerek ve
diiz yatag: iizerinde silindir bir kalip bulunan ddner bir eksenle degistirerek
kolayca yapilabilirdi. O giin, bir tuvalet kagidi rulosunda (# 180301-1) sahte
3D baskinin ilk testini yaptik.

Oradan, Joris déner yazicinin ilk prototipini tasarladi (# 180426-6). Tartis-
mamiz, déner yazicinin icine yerlestirdigimiz kalibin, Esmé’nin sepet dokuma
isleminde, jestlerini istenen sekli yapmaya yonlendirmek i¢in kullandig: kalip-
lara benzedigi fikrini ortaya att1. Her iki durumda da, kalip bir igin yapimina
rehberlik eden bir ara¢ olsa da bir parcas1 degildir.

Iki teknigi birlestirme olasiligini daha derinlemesine aragtirmaya karar ver-
dik. Bir sekilde, is birligi planlarimizdan biri kendiliginden sekillendi:

1/ Ahsap bir kalib1 ¢eviriyorum.

2/ Esmé etrafina dolanmis bir parga yapryor.

3/ Sarmaya tepki olarak, Joris ve benim kullanmam i¢in bir is ¢iziyorum ve
doner yazici sayesinde sarma iizerinde 3D baski yapiyorum.

Bu siirecin geligtirilmesi sirasinda, hem Esme’nin geleneksel sepet doku-
ma bilgisi hem de Joris’in 3B baski uzmanligs, birbirlerine fayda saglamak
icin kendi alanlarinin sinirlarinin étesine dogru genisledi. Ornegin, ilk sar-
malardan ve 3D baskidan elde ettigimiz pargalar: tahta kaliptan ¢ikarmay:
bagaramadim (180615-1). Sepet dokumada oldugu gibi amacimiz, kalip iire-
tim siirecinde iki teknigi birlestirmek ve daha sonra ¢ikarilabilecek sekilde
bir rehber olarak kullanmakti. Ama bu pek ise yaramadi ve kaliplar sonunda
sikist1. Tkinci kisim i¢in Esmé bana bir marangoz tarafindan yapilan gelenek-
sel kaliplarindan bazilarini gsterdi. Her biri, kalibin etrafina dokunup daha
sonra sokiip dokumadan parga parca ¢ikarabilecek sekilde akillica monte

I heard of Joris thanks to Jesse Howard (6) my mentor at Design Academy
Eindhoven. I wrote him an email telling about my research and we set a meet-
ing. Through the large glass-window of his workshop, the curious pedestrians
of Amsterdam city center can observe the moves of the 3D printers surround-
ing us. Most of them are Ultimaker -the original ones, made of plywood-. The
purring of the machines and the smell of melted plastic shape the frame of our
encounter. On the side, the IKEA shelves are filled with 3D printed pieces and
samples: a multicolored fake gun, a wooden dwarf, a 50cm red screw,... In the
back, height and colorful shelf contain stacks of 3D printing filaments of vari-
ous materials (PLA, ABS, wood, metal...) and colors (green, blue, red, translu-
cent, glow in the dark...). Half a dozen more 3D printers remain in the storage,
some in working conditions, some not.

« learning (is located) squarely in the processes of co-participation, not in
the heads of individuals. » (7)

During our first meetings, I brought Esmé two pieces made out of cotton
rope and 3D printed parts (#180210-2 and #180209-1) and Joris a model made
of melted plastic tubes (#171123). I made those props from my understanding
of coiling and 3D printing to trigger the start of a dialogue that is still ongoing.

To me, each model contains a ques-
tion regarding the technique and the
possibilities of hijacking it. Like in a
dialogue, each intervention resonates
differently for each interlocutor. As
Esmé, Joris and I come from different
fields (basket weaving, engineering,
design), we are influenced by differ-
ent cultures that model our percep-
tions, languages, and interests. This
shapes a multilayered dialogue where
each contribution opens «sub-con-
versations»>, expanding in a rhizome-
like dynamic (8). Through making,
we talk and raise ideas. We go back
and forth from a sensitive conversa-
tion to intelligible concepts. Our goal
is not to convince others of some-
thing. We each find within the dia-
logue valuable inputs and inspirations
for our respective practices while
common meanings and directions
arise. Our exchange progressively
shapes a shared material lexicon.

This first model I brought to Joris
mimics a 3D printed piece that would
have been printed «vertically>». I
asked Joris if that would be possible
even though I kind of knew it wasn’t.
But I wanted to open up a broader
discussion on the limits of 3D print-
ing. He looked at my model and re-
(L acted very quickly. He told me that
i \ actually, I was not asking him to 3D
print vertically and that if we just
flipped the model, I was asking him
to print a flat surface on cylindrical
support. To him, this could be done
easily by hacking the Y direction of the printer and replacing the flatbed by a
rotary axis with a cylindrical mold on it. That day, we made the first test of fake
3D printing on a toilet paper roll (#180301-1).

From there, Joris conceived the prototype of the rotary printer (#180426-6).
Our discussion raised the idea that the mold that we placed inside the rotary
printer was similar to the ones Esmé is using in her basket weaving process to
guide her gestures into making the desired shape. In both cases, the mold is a
tool to guide the construction of a piece, but it is not part of it.

We decided to further explore this possibility of connecting the two tech-
niques. Somehow it spontaneously shaped one of our collaboration schemes:

1/ Iturn a wooden mold.

2/ Esmé makes a coiled piece around it.

3/ In reaction to the coiling I draw a piece for Joris and me to 3D print on
the coiling thanks to the rotary printer.

During the development of this process, both Esme’s traditional knowledge
of basket weaving and Joris’ expertise of 3D printing expand beyond the fron-
tiers of their respective field to benefit each other. For example, I didn’t man-
age to get our first pieces made of coiling and 3D printing out of the wooden
mold (180615-1). Like in basket weaving, our goal was to use the mold as a
guide to link the two techniques during the production process, and to take it
out afterwards. But it didn’t quite work and the molds got stuck eventually. For
the second batch, Esmé showed me some of her traditional molds made by a
cabinetmaker. They were each composed of several parts smartly assembled,
in a way that she could weave around the mold and then dismantle it and re-
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edilmis birka¢ parcadan olugsuyordu. Her biri bu fikri izleyen dort veya bes
parcadan olusan iki yeni kalip ¢izdim ve Joris 3B olarak bunlar1 yazdirdi. Bu
yeni kalip, 3B yazdirilirken bir sekilde sepet dokuma gelenekleri ile benzer
bir yaklagimi kullaniyordu.

« Ogrenme, sosyal diinyada olmanin bir yoludur, onu tanimanin bir yolu

degildir. » (9)

Is birligine basladigimizda sarma ve 3D baski hakkinda ¢ok az sey bildigim-
den, tasarimcinin 6grenen durugunu benimseme ihtiyacini hissettim. Bir pro-
jeyi “tasarlamaktan” ziyade Esmé ve Joris’i iiretime dahil etmek yerine, bilgi
paylagimini tetiklemek ve fikirler gelistirmek i¢in sorular (bazen kasten naif
olan) sormayi se¢tim. Bilmeden paralel teknikler kullandim. Gergekten sarma
yapmadim, ipi 3B baskili parcalarla birlestirdim; ger¢ekten 3B baski yapma-
dim, plastik tiipleri erittim. Onceden belirlenmis bir sekle sahip bir nesne
tiretmelerini istemek yerine Joris ve Esmé’nin ustaliklarina meydan okuyacak
unsurlari paylagtim.

Siire¢ boyunca is birligimizin arsivini de yaptim. Tiim malzeme 6rnekleri-
mizi topladim ve organize etmek i¢in yontemler kesfettim. Modelleri fotograf-
ladim, sonra taradim, ¢izelgelerde, defterlerde diizenledim, isleri kronolojik
sirayla siraladim, ekledigim anlama gore gruplandirdim... Siire¢ beni bir sekil-
de icat eden bir arkeolog pozisyonuna yerlestirdi, aragtirma sorumla nasil ilig-
kili olduklarini gérmek ve fikir iiretebilmek i¢in pargalar1 gézlemledim ve bir-
lestirdim.

Projenin anlami, maddi diyalogumuzun, paylasilan ve yaratilan bilginin ka-
nitlarini toplayan bu arsivde yatmakta. Hepimizin meydan okudugu, katki
yaptig1 ve 6grendigi ortak bir pratigi sekillendiriyor. Diyalogumuzun bir so-
nucu olacak ve tiim ig birligini dogrulayacak nihai bir nesne iiretmek istemiyo-
ruz. Sonug yok. Diyalogumuz tekrar tekrar agilabilir, arsivimiz yeni anlamlar
bulmak ve yeni olasiliklar olusturmak i¢in durmadan yeniden diizenlenebilir.
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move it piece by piece from the weaving. I drew two new molds, each made of
four or five parts following this idea and Joris 3D printed them. This new mold
somehow remains aligned with the traditions of basket weaving while being
3D printed.

« Learning is a way of being in the social world, not a way of coming to
know about it. » (9)

Since I knew very little about coiling and 3D printing when we started the
collaboration, I felt the need to embrace the posture of a designer as a learner.
Rather than «designing> a project and involve Esmé and Joris for the produc-
tion I chose to ask (sometimes deliberately naive) questions to trigger knowl-
edge sharing and raise ideas. I used parallel techniques to make without know-
ing. I didn’t coil, I assembled rope through 3D printed pieces; I didn’t 3D print,
I melted plastic tubes. I shared elements to challenge Joris and Esmé’s masteries
rather than asking them to produce an object with a pre-established shape.

Along the process, I also became the archivist of our collaboration. I col-
lected all our material samples and explored methods to organize it. I photo-
graphed, then scanned the models, organized them in charts, in notebooks,
sorted things in chronological order, grouped them depending on the meaning
I attach to it, etc. It somehow placed me in the position of an archeologist,
both inventing, observing and assembling pieces to see how they could be re-
lated to my research question and generate ideas.

The meaning of the project lies in this archive that gathers the evidence of
our material dialogue, of the knowledge that was shared and created. It shapes
a common praxis where we all both are challenged, make a contribution and
learn. We're not looking to produce a final object that would be a conclusion to
our dialogue and validate the whole collaboration. There is no conclusion. Our
dialogue can be reopened again and again, our archive reorganized endlessly
to find new meanings and open up new possibilities.

1. esmehofman.nl

2. rooiejoris.nl

3. Esmé Hofman. Interview. By Amandine David. 22 Feb. 2018.

4. craftscouncil.nl

5.Joris Van Tubergen. Interview. By Amandine David. 1 March. 2018.

6. jessehoward.net

7.Jean Lave and Etienne Wenger. Situated Learning-Legitimate Peripheral
Participation. Cambridge University Press, 1991. Foreword by William F.
Hanks (p.13).
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*This article was written with the precious eyes and advices of Vivien Tauch-
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Cross Change isimli egitim ve tasarim
atolyesinin kurucusu Tugce Akbulut ve
Hollanda merkezli mimari tasarim atolyesi
SpaceCrafters’in kurucusu Jurgen ten
Hoeve ile 2019 yilinda bagladiklari ve
halen devam eden Bir Uretim Aract
Olarak Gelenek projesi tizerine konustuk

We talked with Tugce Akbulut, the founder
of the design studio Cross Change, and
the architect Jurgen ten Hoeve, one of
the founders of the Netherlands-based

SpaceCrafters, on the Tradition as a Making
Tool project which they realized in 2019
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Bir “uretim araci”
olarak gelenek
Tradition as a
“making too

III

Yazi Text: Liana Kuyumcuyan

Cross Change nedir? Nasil kuruldu? Nasil projeler yapiyorsunuz?

Tugce Akbulut: Cross Change 2017 yilinda kurdugum, daha iyi bir toplum ve diin-
ya icin radikal igbirlikleri tasarlayan, tasarimi fayda yaratmak odaginda kullanmak
adina tasarimcilar destekleyen ve farkli sektorlerle tasarimi bulusturan, projeler
gelistiren bir deneysel bir tasarim atolyesi.

Temelde pozitif etki yaratacak proje ve fikirler etrafinda dogru yaratic1 profes-
yonelleri, tasarimcilar1 kiirate edip bir araya getiriyoruz. Ug alanda 6zetleyebili-
riz; sirketlere ihtiyaglari, dertleri dogrultusunda pozitif etki yaratacak, is birligine
dayal1 yaratic1 projeler tasarlayip yiiriitityoruz; var olan proje ya da caligmalarina
ilgili ama akla gelmeyen kurumlari, eksper ve yaratic1 profesyonelleri kiirate edip
dahil ediyoruz ve stirdiiriilebilir etkinlik, katilimci siiregler gibi yeni hayatimiza gi-
ren kavramlar ve yeni gelisen pozitif doniigiim yaratma odagindaki siireglerle ilgili
danigmanlik, farkli tilkelerden beslenen baglantilarimizdan yaratici profesyonelleri
stireglerine dahil etmek tizere arabuluculuk yapiyoruz.

Proje tasarlama ve yiiriitme, igbirlikleri gelistirme odaklarina ek olarak da, yara-
tic1 profesyoneller icin Kendi Yaratici [sini Nasil Kurarsin? isimli bir 6grenim iceri-
gim var. Bu 6grenim yolculugu temel olarak, tasarim ve sanat egitimi i¢inde yer al-
mayan i kurma, ekip yonetme, is modeli gelistirme, pazarlama gibi ig diinyasina ait
konulari igeriyor. 11k fazini iicretsiz olarak indirip, hayal ettikleri isi inga etmekte ilk
adim olarak kullanabilirler. Sonraki adimlar i¢in de danigmanlik ve kogluk yapryor,
cesitli egitimler veriyor, yine ilgili profesyonelleri kiirate ederek cesiti workshoplar
organize ediyorum.

Bir Uretim Araci Olarak Gelenek isimli projeniz iizerine konugmak istiyorum.
Bu proje nasil baslad1? Ardindaki ilk fikir nasil gelisti?

Tugce Akbulut: Hollanda’nin doga ile kurdugu yaratici iligki, tiim diinyanin dik-
katini ¢ekecek nitelikte malum. Tirkiye’de insanlarin iyi-kétii her tiirlii mesele ve
sebebin paylagimi i¢in sofra etrafinda bulusmasi, yenilen yemegin kutsalligy, insan-
larin hasta komsularina bir tas ¢orba gotiirerek toplumsal seviyede birbirlerinden
sorumlu hissetmesi, mahalle kiiltiirii, kap1 6nii sohbeti dedigimiz siradanlagan bu
birlik, bir aradalik duygusunun ise Hollanda kiltiirii i¢cin aranan degerlerden biri
oldugu i¢ goriileri 6n plana ¢ikt1 aragtirmalarimiz esnasinda.

Jurgen ten Hoeve: Istanbul Hollanda Konsoloslugu tarafindan organize edilen bir
projeye davet edildim. Projenin koordinatorii ve workshop’un tasarimcisi olan Tug-
¢e’yle de bu siiregte tanigtik. Birlikte ¢ok iyi calistik, birkag ay sonra StimuleringsFon-
ds’un agt1g1 uluslararasi bir gagr ile ilgili tekrar benimle iletisime gegti. Stimulerings-
Fonds, Creative Fund NL isimli Hollandal1 yaratic1 profesyonellere destek veren bir
kurumun pargasi. Mimari, tasarim ve dijital kiiltiir tizerine ¢alisan profesyonelleri bir
araya getirmeyi amagliyor. Rusya, Fas, Misir ve Tirkiye'den tasarimcilara, sehir haya-
tinin giincel problemleri iizerine ¢aligmak adina bir acik ¢agr diizenlediler.

Tugge beni Istanbul hakkindaki gézlemlerimi yazmam igin davet etti. Bu siirecte
is bulmak, egitim veya sosyal hayat i¢in insanlarin Istanbul’a geldigini 6grendim, bu
da sehrin giderek ¢eperlerine dogru biiyiimesine neden oluyor. Arabalarin ve 7/24
acik olan ditkkanlarin neden oldugu ses, hava ve 11k kirliligi, sehirlesme nedeniyle
giderek azalan yesil alanlar gibi konular bu siiregte en dikkatimi ¢eken seylerdi.

Biitiin bu problemler ve sehir hayati bizi giderek daha fazla evlerimizin i¢ine hap-
sediyor. Bunun sonucunda da kamusal alan kullanilmaz hale geliyor, yok oluyor.

JURGEN TEN HOEVE & TUGCE AKBULUT

What is cross change? How and when is it founded? What kind of projects are
you making?

Tugce Akbulut: Cross Change is an experimental design studio that I founded in
2017 that brings the design together with different sectors and which designs radi-
cal collaborations for a better world and society, which supports designers to use
design with a focus on value-creation.

I am essentially curious and excited about systemic transformation. We work in
three areas; we design and execute collaborative creative projects that will have a
positive impact on companies’ needs and concerns; we curate and involve relevant but
unthought of institutions, experts and creative professionals in their existing projects
or works, and we provide consultancy about newly developed processes focused on
positive transformation creation and about concepts such as sustainable event partici-
patory processes that have recently entered our lives, and we act as a mediator to inc-
lude professionals from our world-wide connections in their processes.

In addition to the focuses of designing and executing projects and developing
collaborations, I have a learning journey called How Do You Build Your Own Creative
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Kamusal alan, sehir sakinlerinin birbirleriyle karsilastig1 yer, 6zellikle Istanbul gibi
cok kiiltirli bir sehrin kamusal alaninin anlamini yitirme tehlikesini gézlemliyo-
rum. Biz de bu proje sirasinda kamusal alan1 yeniden diigiinmeye ve tasarimina fark-
L1 bir ydnden bakmaya ¢aligtik.

Bu projenin arastirma siirecinden biraz bahsedebilir misiniz? Ana temalar nelerdi?

Tugce Akbulut: Ana temamuz kollektivizm ve doga iliskisiydi. Siire¢ 6nce masa
bagi aragtirmast ile bagladi. Var olan uygulamalar: incelerken kargilagtigimiz kav-
ramlardan biri placemaking oldu. Placemaking mekani, o alanin kullanicisi ile bera-
ber tasarlama, degeri ve fonksiyonu beraber tanimlama yaklagimi anlamina geliyor.
1960’lardan bu yana konugulan, kamusal alanin sorumlulugunu alanin kullanicisi
ile paylagma, yaratim ve karar verme siireglerini kollektif yiirtitmeyi temel olarak
alan bir yaklagim. Karsilagtigimiz 6rneklerden bazilari spesifik olarak Tirkiye’den
Hollanda’ya go¢ eden kisilerin yagadig1 mahallelere odaklanmigti. Bagka bir tilkeye
gocen Tirkiyelilerin yaninda gotiirdiigii temel degerleri, sahip ¢iktigs ritiielleri ta-
nimlamak en 6nemli i¢ goriilerden biriydi diyebilirim.

Mekan odakli aragtirmalarin ilk ayag1 Hollanda’ydi. Rotterdam, Amsterdam,
Amersfoort sehirlerinde gesitli aragtirmalar, gézlemler, alaninda uzman tasarim
ofisleri ile bulugmalar ve ¢esitli iyi uygulamalara ziyaretler gerceklestirdik. Amster-
dam’in gehirlesme yapisindan 6tiirii kendi bahgesi olmayan sehirliye belediyenin
kiraladig: sehre yakin bahge alanlarini, Rotterdam’daki artik ihtiya¢ olmadig: igin
kullanilmayan tren istasyonun géniilliiler tarafindan dénugtiirildiigi kollekeif sehir
bostanini, kimsenin kullanmadig bir is merkezinin ¢atisini bostan yapip bigtikleri-
ni pisirip satan bir cat1 bahge restoranini ziyaret ettik.

Istanbul aragtirmasinda ise merkeze Besiktas ve Beyoglu'nu alarak yollara diis-
titkk. Begiktag’ta esnaf ile sohbet ettik, Beyoglu'nda dar alandaki kisa paslagmalar
gozlemledik. Tasarimci, sehir plancilari, kentsel tasarim uzmanlar, ilgili sivil top-
lum kuruluglari ve belediyelerle gériistiik. Miimkiin oldugunca ¢ok ses ve hemen her
ilgili tarafin bakis a¢isin1 duymak istedik.

Jurgen ten Hoeve: Biz kamusal alanin sehrin bel kemigi olduguna inaniyoruz.
Aragtirmamizda kamusal alani gézlemleme ve belgelemeyi baz aldik. Dikkat etti-
gimiz konular kamusal alan kullaniminin giiniin farkli saatlerinde nasil degistigi ve
insanlarin ¢evreleriyle nasil etkilesime girdigiydi. Dikkat ettigimiz konulardan biri
insanlarin yesil alanlara karg1 ne kadar korumaci oldugu ve bu alanlari ne kadar kul-
lanmak istedigiydi.

Modern sehirde yesil alanlarin nasil kullanildigini 6rnek almak adina Hollan-
da’ya baktik. Rotterdam’daki Dakakkers isimli, bir binanin catisinin yesil alana
donugtirildigi, ayrica burada yetistirilen bitkilerden caylarin servis edildigi bir
kafenin bulundugu mekéna gittik. Ayrica Amsterdam’daki Afrikanerpleina giderek
belediyenin kullanilmayan bir kamusal alan1 mahalleliye devrettigi ve mahallenli-
nin de buray: nasil bir bahgeye cevirdigini gordiik. Burada birgok farkli milletten
insan bir araya gelerek kendi bitkilerini yetistiriyor. Bitki yetistirme atolyelerinden
barbekii toplantilarina kadar birgok farkli etkinlik de bu mekanda gerceklesiyor.
Bu bahge birbirini taniyan insanlarin bir araya gelebilecegi bir mekéan yaratirken,
birbirine bagli bir mahalle yaratmus oluyor.

Tugce Akbulut: Tiim bu ziyaretler, gézlem ve bulugmalarin sentezi 6n gériileri-
mizin bir ¢ogunu hakli ¢ikarirken bir yandan da yeni fikirler yaratacak ihtiyaglar
bize géstermis oldu.

Bir Uretim Araci Olarak Gelenek projesinin baginda sordugunuz sorulara, so-
nunda nasil cevaplar budunuz?

Tugce Akbulut: Bagta sordugumuz sorulardan biri “Birbirini tanimayan mahal-
lelileri bir sofraya davet etsek, kendi mahalleleri hakkinda sohbet ederler mi, be-
raber tasarlayip anilarini anlatirlar m1?” oldu. Sehir sakinleri otoriteler tarafindan
duyulmadiklarini diigiiniiyorlar. Ayni sokakta 35 yildir yasayan biri, “Simdiye kadar
belediye benim sokagimla iligli hi¢bir sey sormamigti bana” dedi. Bu ¢ok degerli bir
6grenim. Davet ettigimiz 35 mahalle sakini, esnaf ile yaptigimiz anketin sorularin-
dan biri olan “Belediye ile ortak tasarim yapmak sence miimkiin mii, neden?” soru-
suna “Ben isterdim ama belediyenin bana soracagini, beni dinleyecegini sanmam”
diye cevap verdi. Tabii ki bu odak grup herkesin sesi olamayacak kadar kiigiik, ama
bu gruptan 6grendigimiz sey insanlarin kendi yagam alanlari ile ilgili sorumlulugu
paylagmak istedikleriydi. 35 kiginin tamami “Kamusal alana kim sahip ¢ikmal1” so-
rusuna “Belediye ve mahalle sakinleri” diye cevap verdi. Cok kiiciik bir odak grup
olsa da duymak isteyen i¢in 6nemli bir ses bence.

Bir diger 6grenimlerden biriyse insanlarin komsularina olan merhameti ve etki-
lesim istegiydi. Hemen her esnaf ditkkkaninin 6niine hem ¢igek ekiyor hem de bele-
diyenin ektiklerini sokak hayvanlarindan ya da herhangi bir tahribattan korumak
icin elinden geleni goénilliiliikle yapryor. Hemen her apartmanin camindan saksi
asiliyor, her binanin girisinde bir kap kedi mamasi ve su bulunuyor. Giin gegtikge
hayatta kalmakla ilgili sorumluluklari artan, kendine daracik hareket alani kalan
sehir insani nefes almak i¢in, mutlu olmak i¢in, ait hissetmek icin kii¢itk de olsa
adimlar atmaya devam ediyor. En imkansiz kosede bile bir fidanin tahrip olmamasi
icin plastik sigelerle bariyer yapmaya caligan bir esnaf gormeniz miimkiin. Bu da
aslinda sehrin i¢indeki diyalog alanlarini gésterdi bize.

Kutuplagmanin giin gegtikge arttg tilkemizde, ayrigmanin sistem seviyesindeki
goriniirliigiine nazaran mikro diizeyde daha az hissedildigini gérmek umut verdi.
Bu sadece bir aksam saglayabildigimiz tarafsiz alan, katilan herkese aslinda temelde
ortaklagilabilecek konular oldugunu gésterdi. Bu tarafsizligin 6nemli sebeplerinden
biri tabii ki ¢orba servisinden tatliya kadar her adimu tasarlamis, her masaya bir
kolaylastiric1 atamamiz ve insanlarin kalplerini agabilecek sorular gelistirmis ol-
mamizdi. Daha yesil bir sehir, gélgesinde cay igebilecekleri sakin alanlar, ¢ocuklari,
torunlari ile oynayip vakit gecirebilecekleri parklar yaratmak herkesin el sikigtig
konular oldu.

Proje Tiirkiye-Hollanda is birliginde gerceklesti, kiiltiir ve gelenek gibi bir
konuya calisirken bu ortakliktan sizler neler 6grendiniz?

Tuggce Akbulut: Bizi ilk giiliimseten farkliliklar, Istanbul’da kamusal alan tasari-
mi denince akla ilk gelen parametrelerden olan sokak hayvanlari, ikincisiyse cografi
egimdi, bu iki konu da Hollanda’da akla gelmeyecek kriterler.

Bagka bir 6rnek de mesela Hollanda’da sik¢a mahalle ile ilgili aktivitelerde kul-
lanilan bir yontem olan kapilara davetiye birakma fikriydi. Sectigimiz mahalledeki
sakinlere dagitmak iizere davetiyeler bastik, ancak yolda fark ettik ki kimse ilgi-

SONYNOL0#I :0.LOHd / AVIDOLOA 6102 “TOOL ONINVIN ¥ SV NOLLIAV Y.L

IVIV NVD :0.LOHd / AVIDO0.L0L 610 “TOO.L ONINYIW ¥V SV NOLLIAV Y.L

AAZOH NAL NIOINL OLOH / AVIDO.LOL 6102 “TOOL ONINVIN ¥ S¥ NOLLIGY Y.L

Business? I have a learning journey called. All design students and confused creative
professionals can use this for free as a first step to clear their confusion and create
the job that they dreamed of.

I want to talk about your project Tradition as a Making Tool. How did this
project start? What was the first idea behind it?

Tuggce Akbulut: The creative relationship of the Netherlands with nature is known
to attract the attention of the whole world. On the other hand, this sense of unity and
coexistence that has become ordinary in Turkey and which we call neighborhood
culture or doorstep chat, as people gather around the table for sharing all kinds of re-
asons and issues, good and bad, as there is the sanctity of food eaten, as people feel
responsible for one another on a communal level by taking a bowl of soup to one’s sick
neighbors, revealed to be one of the values sought by the Dutch culture.

Jurgen ten Hoeve: I was asked to participate in a workshop organized by the Dut-
ch Consulate in Istanbul about public space. Here I met Tugge since she was the main
partner and organizer of the workshop. We worked well together. A couple of months
after she contacted me for an international project organized by StimuleringsFonds.

StimuleringsFonds is a part of Creative Fund NL and is a Dutch organization ai-
med to contribute to the professional design practices focusing on architecture, de-
sign and digital culture. Part of their endeavor is promoting interdisciplinary colla-
boration between cultural, social and economic domains. They published an open
call for designers in one of four countries (Russia, Morocco, Egypt, and Turkey) to
design a project concerning problems observed within the contemporary city.

Tugge invited me to participate in writing a proposal for a project on our obser-
vations of Istanbul. We recognized that more and more people are traveling to the
city in search of opportunities for work, education, social life, etc. and this causes
the cities to grow exponentially with many problems. Noise, air and light pollution
from cars, stores and the 24/7 economy, rising temperatures due to global warming,
lack of green due to non-favorable environmental conditions and lack of space since
each square meter is being used by project developers for offices, commercial spaces
or residential buildings.

These problems and the convenience of modern city life is pushing us more into
our homes. The result is that public space is becoming unused, the place to physical-
ly meet with friends, or just by yourself to take a breather is disappearing. The public
space, where the city meets each other and what should be an integral part of crea-
ting an inclusive city especially in a multicultural city as Istanbul, is under the pres-
sure of losing its meaning. With our project, we wanted to try to answer this prob-
lem through the rethinking and redesigning and creating a different way to
approach designing public space.

Can you tell us the research process of this project? What were the key points?

Tugce Akbulut: Our main theme was the relationship between collectivism and
nature. The process initially started with desk work of research. One of the concep-
ts we encountered while examining the existing practices was placemaking. Place-
making means an approach of designing a space with its user and defining value and
function together. It is an approach that has been around since the 1960s, based on
collectively performing creation and decision-making processes and sharing the
responsibility of the public space with its users. Some of the examples we encounte-
red were specifically focused on neighborhoods inhabited by people who have mig-
rated from Turkey to the Netherlands. Defining the core values that Turkish people
take along as they immigrate to another country and the rituals they preserved was
one of the most important insights.

The first step of the space-oriented research was the Netherlands. In the cities of
Rotterdam, Amsterdam and Amersfoort, we conducted various researches, made
observations, had meetings with design offices which were experts in their fields
and paid visits to various good practices. We visited garden areas near the city ren-
ted by the municipality to the city’s residents who do not have their gardens due to
the urbanization structure of Amsterdam, we visited the collective urban garden
transformed by the volunteers into one from the unused train station in Rotterdam
that was no longer needed, we visited a farm to table restaurant that cooks it owns
produce on the roof garden of an unused office building.

We put Besiktas and Beyoglu at the center of our research in Istanbul. We chatted
with the shopkeepers in Besiktag and observed the dynamics of small streets in Be-
yoglu. We interviewed designers, city planners, urban design experts, relevant
non-governmental organizations and municipalities. We wanted to hear as many
voices as possible and the perspective of almost every interested party.

Jurgen ten Hoeve: We strongly believe that public space is the backbone of the
city. The start of our research was based on intuitive observation and documentati-
on of public spaces. What is really going on when you look carefully at how people
use and experience their public space on different periods during the day? How are
people interacting with their environment?

One of the key elements we recognized is how protective and inventive people
are with creating a place for the green in conditions where there seems to be, on
the first hand, no place for green. For instance, hanging used yogurt containers
filled with soil and plants on a railing or protecting a thin stem of a young plant
growing between the pavement with a cut in half plastic bottles against cats and
dogs. Green functioned as an engagement and conversation starter as we noticed
passersby touching the herbs to smell their fragrant or giving the plants water
when the soil was dry.

In the Netherlands, we observed how green is being used within the modern city.
We went to Dakakkers (Roof Fields) in Rotterdam. Here they created green fields
on top of a roof of an office building, the plants providing base ingredients for the
small cafe where you can sit and watch the green garden while drinking your herbal
tea. We also visited Afrikanerplein in Amsterdam where the municipality gave a
piece of unused public space to the neighbourhood for use as a neighbourhood gar-
den. Here all different nationalities come together to work in and maintain the gar-
dens where many different plants grow. Different activities are being held ranging
from planting workshops for kids to neighbourhood barbeques. It creates a social
meeting place and through gardening people get to know each other, creating an
inclusive neighbourhood.

Tuggce Akbulut: The synthesis of all these visits, observations and meetings whi-
le justified most of our foresight, it also showed us the needs that demand new ideas.
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lenmiyor bu tip bir resmi davet ile. Davetliler 6nce Begsiktas Belediyesi Karaoglan
Genglik Merkezi yoneticisi Volkan Altinok’un destegi, sonra mahalle muhtari ile
yaptigimiz sohbet ve devaminda da civarda birebir ziyaret edip ¢ayim ictigimiz
komsular ve esnaflardan olustu diyebilirim.

Cok temel ayrimlardan bir digeriyse iki kiiltiiriin kamusal alani kullanig sekli. Bu
farkliliklardan neler 6grenebilecegimize baktik. Ornegin Tiirkiye’de kap1 énlerine
konulan sandalyelerde oturan, ¢ay icip mahallenin esnafi ile sohbet eden yaslilari-
muzin bu yéntemle nasil hayatin icinde ve hala sosyal kaldigini, bu etkilegimi sag-
layamayan ve yash niifusunda giin gegtikte depresyon oranlari artan Hollanda i¢in
ilging bir kamusal alan kullanim yaklasimi olabilecegini fark ettik.

Tasarim pratigi perspektifinden ise ben daha esnek olmayi, sartlarin zorlugunu,
imkansizliklar1 kendime bariyer yapmadan tasarim yapmayi égrendim. Ilk haftalar
her fikre “ama” diyerek bagliyordum ancak Jurgen’in yabanci ve temiz bakis acisi
benim de kendi killtiiriime ve standartlarima farkli bir noktadan bakmami ve bu
sikigmiglik arasinda ihtimalleri okumayi, esnemeyi 6gretti.

Bu konuda yemegi odaga almak bence ¢ok akillica, ciinkii her kiiltiiriin ortak
bir nokta bulabilecegi bir konu. Ozellikle Ramazan sirasinda birlikte yemek ye-
mek ¢ok geleneksel bir aktivite. Bu siirecte sizin gozlemleriniz nasildi?

Jurgen Ten Hoeve: En fazla gozlem yapugimiz yer kirsal bélgeler oldu. Kirsal
alandaki sosyal bagliligin giiniimiiz sehrinden nasil farklilagtigini gézlemledik.
Koylerdeki geleneksel kiiltiir degerlerine olan baglilik hayatlarinda gergekten bii-
yiik bir yer kapliyor. Komiinite hissi giindelik hayatta biiyiik yer kapliyor ve bunu
yemek ritiiellerinde de gérmemiz miimkiin. Yemek masasi, evin i¢cinde de bahgede
de olsa, hikayelerin ve deneyimlerin en iyi sekilde aktarildig: yer. Ayrica bu masa
sadece aile tiyelerini degil, mahalledeki yakinlarin veya yardima muhtag insanlarin
da agirlandig bir yer haline geliyor.

Bu giincel sehir hayatindan fazlaca ayrigsan bir konu. Kisisellesme, dijitallesme
ve herkesin birbirine oturdugu yerden ulagabilmesi diinyay:1 daha kiigiik bir yer
haline getirdi. Bu anlamda modern gehir hayat1 sagladig1 kolayliklar nedeniyle
tercih edilir durumda.

Kirsal kesimse cografya olarak sehre gore daha kiigiik bir yer oldugu i¢in insan-
larin birbirini tanimasi daha kolaylasiyor. Herkesin birbirini tanimasiysa zamanla
birbirine sahip ¢ikmaya doéntigiiyor ve bu da kapsayici bir komiinite yaratilmasini
sagliyor. Bu giiniimiiz sehrinde, 6zellikle Istanbul gibi farkli kiiltiirlerin bir arada
oldugu bir mega kentte gériillemeyecek bir sey.

Projeyi Ramazan siirecinde yapmasaniz neler degisirdi?

Jurgen ten Hoeve: Bu dénemi gézlemleyebilmek bizim icin ¢ok iyiydi, ancak
projeyi Ramazan ayinda yapmak temel amacimiz degildi. Amacimiz insanlar: ka-
musal alanda bir araya getirecek bir etkinlik diizenlemekti. Tiirk kiiltiiriine gelenek-
sel olarak bagli olan yemek kiiltiiriinii bir sohbet baglatma araci olarak kullanmak,
kamusal alanin farkli kullanim sekillerini gostermemizde yardimei oldu.

Tugce Akbulut: Ana tema olarak merkeze giday1 ve sofray: aldigimiz igin, giin
icinde ektigimiz tekerlekli bahgeleri de tiiketilebilir kilmak istemistik. Ornegin
sicak su servis edip ¢ay bahg¢esindeki adagayindan, limon otu, melisadan bir dal
koparip ayak tstii, paketsiz, iglemsiz bitki caylari i¢ilebilsin, “bitki ¢ay1”’nin bir
market tiriinii olmadigini, kap1 6niinde yetisen bitkinin sohbete, bedene olan sifasi
hatirlansin istedik. Ramazan oldugu igin iftar1 beklemek durumunda kaldik tabii,
ama benim igin iftarin 6nemli noktalarindan biri de diger zamanlarda isten, okul-
dan gelenin, evde bekleyenin ayr1 ayr1 zamanlarda yedigi aksam yemeklerini aniden
kollektif bir sofraya doniistiiriiveriyor olmasi. Bunun en giizel 6rneklerini vaktiyle
Istiklal Caddesi’ni boydan boya donatan diinya sofralari ile gérmiistiik.

Komiinite bahgesini nasil kurdunuz? Proje bittikten sonra da bah¢e kullanil-
maya devam ediyor mu?

Tugce Akbulut: Kéylerde devam eden ancak kentlesmeyle kaybettigimiz tire-
timi temel alan (makarna kesmek, zeytin yapmak, findik ayiklamak gibi es dost
ile kolektif tiretimler) sosyal aktiviteler de odagimizdaydi. Goziimiiz alistig igin,
normallesen bu detaylara odaklandik. Ozellikle Amsterdam’da sehrin ara sokakla-
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You start Tradition as a Making Tool project with the question of “How can we
use traditions as a tool to shape a new culture to create a more inclusive commu-
nity through public space design?” What kind of answers did you get once you
finalized the project?

Tugce Akbulut: One of the questions we asked in the beginning was, “If we invi-
te people who do not know each other from different neighborhoods to a table,
would they talk about their neighborhoods, would they design together and share
their memories?” City residents think they are not heard by the authorities. “Until
now, the municipality hadn’t asked me anything about my street,” said someone
who had been living on the same street for 35 years. This is a very valuable insight.
The reply of 35 residents and tradesmen of a neighborhood whom we invited to the
project, to one the questions of our survey, “Do you think is it possible to collecti-
vely design public space with the municipality? Why?” was “I would have liked it,
but I do not think the municipality would ask or listen to me.” Of course, this focus
group is too small to represent everyone, but what we learned from this group was
that people want to share responsibility for their living spaces. All 35 people answe-
red the question “Who do you think should be responsible for taking care of public
space?” as “Municipality and neighborhood residents”. Although it is a very small
focus group, I think this is an important voice for those who want to hear.

Another insight was the willingness of people to interact with and compassion
for their neighbors. Almost every shopkeeper plants flowers in front of his/her shop
and voluntarily does her/his best to protect the ones municipality has planted from
street animals or any damage. A flowerpot is hung from the windows of almost
every apartment, there is a bowl of cat food and water at the entrance of each buil-
ding. The city-dweller, whose responsibilities for survival increase by the day and
whose area of movement is narrowed down still continues to take small steps to
breathe, to be happy, to feel a sense of belonging. It is possible to see a tradesman
trying to build a barrier with plastic bottles to prevent a sapling from being destro-
yed even in the most unfeasible corner. This actually showed us the spaces of dialo-
gue in the city.

In our country, where polarization is increasing day by day, it was hopeful to see
that separation is felt less at a micro level compared to its visibility at the system le-
vel. This neutral space, which we could only provide for one evening, showed ever-
yone involved that there are essentially common issues. One of the important rea-
sons for this neutrality was, of course, that we designed every step of the process
from serving the soup to the dessert, that we assigned a facilitator to each table and
we developed questions that could open people’s hearts. Creating a greener city,
quiet areas where they can drink their tea in the shadows, parks where they can play
and spend time with their children and grandchildren were the subjects on which
everyone agreed and shook hands.

The tradition as a making tool is made both with Turkish and Dutch partners.
How did this collaboration go when the topic is tradition and culture? What did
you learn from this exchange?

Tugce Akbulut: The differences that made us smile were the fact that when you
think of public space design in Istanbul the first parameters that come to mind are
first street animals and second the geographical slope, these two issues are unimagi-
nable criteria in the Netherlands.

Another example was, for example, the concept of leaving an invitation at the
doors, a method frequently used in neighborhood activities in the Netherlands. We
printed invitations in order to distribute them to the residents in the neighborhood
we selected, but on the way, we realized that nobody is interested in this type of
formal invitation. I can say that the guests consisted of the neighbors and shopkee-
pers whom we visited personally and drank their teas with the support of Volkan,
the manager of the Besiktas Municipality Karaoglan Youth Center, and thanks to
the conversation we had with the neighborhood mukhtar.

Another very fundamental distinction is how the two cultures use public space.
We looked at what we can learn from these differences. For example, in Turkey el-
derly people still remain engaged in life and society as they sit on chairs placed in
front of doors, drinking tea and chatting with the shopkeepers of the neighborho-
od, and we figured out that this might be an interesting public space use approach
for the Netherlands where this interaction cannot be provided and where the elder-
ly population’s depression rates rise by the day.

From the perspective of design practice, I learned to be more flexible and to de-
sign without making the difficulty of the conditions and the impossibilities a bar-
rier to myself. During the first weeks, I would start by saying “but” to each idea, but
Jurgen’s foreign and virgin outlook taught me to look at my own culture and stan-
dards from a different perspective and to recognize the possibilities and be more
flexible among this trapped-ness.

Taking food in the focus is a very clever idea, this is one of the things that
brings all the cultures together. Especially during Ramadan, everybody comes
together to eat at night. What were the principal insights?

Jurgen Ten Hoeve: One of the main important insights came from our observa-
tions during our research in the countryside. We observed the difference between
the social cohesion of living in villages and living in the contemporary city. This is
in our opinion for alarge part based on the traditional cultural values which are very
important for life in villages.

This communal feeling is a part of daily life and it becomes more apparent when
we look at the daily ritual of eating. The dinner table -inside the house or outside in
the garden- is a place of great social value where stories and experiences are being
shared. Eating does not only involve your family but also with people from the nei-
ghbourhood or people who aren’t able to take care of themselves.

This differs greatly from contemporary city life. The world has become “smaller”
because we can connect with everybody around the globe, and it brought individu-
alization and digitization. Modern city life has a lot of services to offer, this being
one of the reasons why people are traveling to the city and live there in the first
place. But living in the city is also based on convenience.

Of course, the communities within villages are smaller than in cities and therefo-
re it is easier to get to know each other. But this knowing each other and taking care
of one another is very important for creating an inclusive society and this is somet-

rinda gezerken karsimiza ¢ikan parklarin, o mahallede yasayan Tiirkiyeli komiinite
tarafindan kent bostanina dénistiirildigiinii gormek, dogru bir yéne baktigimizi
hissettirdi. Insan bambagka bir kiiltiire, iilkeye giderken yaninda onu evinde en gok
hissettirecek seyleri gotiiriiyor. Bu gézlemlerden yola ¢ikarak bir komiinite bah-
cesi yapmak istedik. Tabii bunun i¢in alan kisiti, sokaklardaki kedi ve képeklerin
de bitkilere olan meraki, kiigiik alanlarda bir¢ok ihtiyaci ¢6zme zorunlulugu gibi
parametreler bazi sorular dogurdu. Bu bahgelerin bagka fonksiyonlar: olabilir mi,
ekilecek bitkileri sadece fiziksel sartlara gére mi se¢meliyiz, ditkkan ve apartman
onlerinde bagka ne gibi elementler var, kendi yesil alanini yaratan bunu nasil yapmig
sorular1 6n plandaydi.

Kokopelli $ehirde ekibiyle ¢alistik. Bize Menemen Bahgesi (domates, biber,
maydanoz), Barig Mango Bahgesi (domates, biber, patlican), Sifa Bahgesi (nane,
limon) gibi 9 farkli konsept ¢ikardi. Hatta bahgelerin bir kismini festival esna-
sinda sevgili Cocuk Mekan kurucusu Basak Incekara ile cocuklarla atélye yapip
ektik. Aligveris merkezlerindeki koli tasima arabalarini farkli bir fonksiyonla kul-
lanip i¢ine sebze yataklarini yerlestirdik. Hem dort tarafi istenildiginde agilabilen
ama sokakta kalinca korunakli, hareketli, komsular arasi sohbet baglatan, 12 te-
kerlekli bah¢emiz olmusg oldu.

Bahgeleri etkinlik sonrasi goniillii mahalle sakini olan Yesil Diigiin Dernegi’ne,
Besiktas Karaoglan Genglik Merkezi'ne ve etkinli§e ev sahipligi yapan Biyik
Esma Sultan Ilkokulu’na sahiplendirdik. Biiyiikk Esma Sultan okulu maalesef yikim
karar1 alindig1 i¢in bostanlar: kaldirdik ancak yakin zamanda Cihangir’de bagka
bir ilkégretim okulu icin bakimlari yapilarak birer egitim nesnesi olarak yeniden
sahiplendirilecekler.

Toplantilar1 nerede gerceklestirdiniz?

Tugce Akbulut: Aksam yemegi etkinligimizi Besiktag’taki Biiyitk Esma Sultan
Ortaokulu bahgesinde gerceklestirdik. Aslinda okulun daha 6nce bahge olarak
kullanilan fakat biz talip oldugumuz siralarda otopark olarak kullanilan sert ze-
min bir alan. Okul saatleri diginda bos duran bu alani kullanmak, mahalle sakinle-
rine zaten kisitli olan mekénlari birden fazla fonksiyon ile nasil kullanabilecegine
dair ipucu vermis oldu.

Katilimcilar kimlerdi? Onlardan nasil geri doniigler aldimiz?

Tugce Akbulut: Aksam yemegi icin farkl: ilgi alanlarindan, egitim ve profes-
yonellikten gelen, 12-65 yas arasi esnaftan ev hanimina, 6grenciden sanatgiya ol-
dukga cesitli, toplam 35 mahalleliyi agirladik. Gecenin sonunda herkesin birbirine
sarildigy, yillardir ayn1 mahallede oturup birbirini tanimayanlarin telefon numarasi
aligverisi yaptig1 duygu ve samimiyet dolu bir aksam oldu.

Sokagin hafizasi ok giiglii ve degerli. Tasarladigimiz aksam yemegi etkinliginin
son aktivitesi olarak her masaya Besiktasta olan, herkesin tanidig: bir lokasyonun
planini koyduk. Mekéin daha 6nceden bir agik hava sinemasiymis meger, bunu ma-
salara temin etti§imiz maket parcalar ve renkli kalemleri ile tasarim yapan mahal-
lelilerin birbirinden habersiz notlarindan, arada dogan sohbetlerden 6grendik. 6
masanin tamami su an otopark olarak kullanilan alanda acik hava sinemasini geri
istediklerini belirtti. Oranin sinema oldugunu hatirlayanlar i¢in anilarini geri ¢agi-
r1ip mahallesine olan aidiyetini hatirlatirken, yeni nesil ise heyecanli bir fikir olarak
sahip cikt1. Besiktas Belediyesi’'nin yaz boyu agik hava sinemasi organize etmesine
ilham oldu bu ¢ikt1.

Projeye devam etmeyi diisiinityor musunuz? Farkli kiiltiirler ve farkli mekan-
larda proje nasil siirdiiriilebilir?

Tugce Akbulut: Proje bu kadar yiiklii 6grenimlerle dolu ve keyifli gecince Sti-
muleringsFonds tarafindan ikinci asamaya ge¢me hakki kazandi. Bu kez sorumuz
“Gelenegi nasil kamusal alanlarin fonksiyonlarini cesitlendirmek ve kapsayiciligini
arttirmak icin kolaylagtirici bir arag olarak kullanabiliriz?” oldu.

Bu kez mekénimiz Besiktas Barbaros Parki. Adinda hila “park” gecen bu lokas-
yon eskiden yesil olan ancak uzun zamandir sert zemin olarak, Besiktas Belediye-
si’nin gesitli etkinliklerine ev sahipligi yapan bir meydan. Bu mekéan 6zelinde, pro-
jemizin devami olarak bir “Cay Bahcesi’kuracagz.

Her iki agama i¢in de, en bagindan beri kiiltiiriimiizdeki bir araya getirici 6geleri
desifre etmeye ve bu 6geleri insanlari yeniden kamusal alanlarda bir araya getirmek
i¢in kullanmaya ¢aligtyoruz. Geriye doniip baktigimizda her kesimden insanin ke-
yifle bir araya geldigi, ilk agik hava sosyal alanlarindan biri olan ¢ay bahgelerine
g6zumiiz iligti. Her koy meydaninda bir ¢inarin altinda beliriveren, saatlerce ¢oluk
cocuk sohbet edildigi giinleri hatirladim. Bu kiiltiirel kodlardan yararlanarak, seg-
tigimiz lokasyona da yesili gegici de olsa geri getirmek {izerine galisiyoruz. Yine
tekerlekli elementlerle farkli kullanim imkénlari saglayarak, sehirdeki alan kisitina
cok fonksiyonlulukla 6nermeler getirecegiz.

Geleneksel degerleri bugiiniin tasarim pratigine tagimanin 6nemi iizerine ne-
ler diisiiniiyorsunuz? Buradan neler 6grenebiliriz?

Tugce Akbulut: Tasarim kimi zaman problem ¢6zmek, kimi zaman da alternati-
fi ve/veya daha iyiyi 6nermek i¢in kullanilan bir ara¢. En azindan ben 6yle bakiyo-
rum. Tasarimcilar iklim krizi, erigilebilirlik, atik yénetimi gibi diinya meselelerine
¢oziim gelistirecek 6nemli personalar arasinda géren kisilerden biriyim ve bunu
savunan igler yapiyorum. Bu yasama, iiretme, titketme sekillerimizi degistirmek
i¢in 6nemli uyarilar aldigimiz ve bityiik adimlar atmak i¢in sorumlulugu iistlenme-
ye bagladigimiz 6nemli zamanlardayiz. En azindan bir grup insan, sinirlarin trans-
paranlagtigi, kendine hashigin etkisizlestirilmeye ¢aligildig1 giinlerden yavas yavag
uzaklasiyor; cografyaya, komiiniteye, kiiltiire has olan 6gelere sahip ¢ikmanin dege-
rini konugmaya bagliyor. Sorun olarak tespit ettiklerimize her zaman digaridan bir
elin, soruna maruz kalan ve sorunu yaratandan bagimsiz, ¢6ziim 6nerileri gelistir-
mesindeki islevsizligi hepimiz okudugumuz i¢in katilimer siiregleri sistemlerimizin
icinde birer dontigiim araci olarak misafir etmeye bagladik. Giizel deneyler yapili-
yor, kimi zaman bir par¢asi kimi zaman merakli izleyicisi olarak takip ediyorum.

Daha iyiye, ¢6ziime, yikiciligimizin etkilerini azaltmak, yapiciligimizin etkisini
arttirmak icin insanlarin, komiinitelerin hali hazirda kabul ettigi, tekrar ettigi, sahip
ciktigi ritiiellere g6z atmak lazim. Belki ambalaji azaltmak icin refill yaklagimini ge-
tirdik demek degil de, gegmiste acik deterjan, bulgur alan nesiller oldugumuzu ha-
tirlayip oradan hareketle siiregleri, tiriinleri, anlatimlar tasarlamamiz lazim. C6m-
lekte servis edilen suyun uzun siire soguk kaldig icin enerji tasarrufu sagladigini,
koyiinde hasat edilen meyvelar taginsin diye agaclarini sulayan kaynagin kenarinda
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hing we find is missing within contemporary cities and especially in modern cities
like Istanbul which are a melting pot of different cultures.

How would this project change if you were working on times other than spe-
cial days like Ramadan?

Jurgen Ten Hoeve: It was a very good test case for our project since it was at the
same time as Ramadan, but it was not our main goal to facilitate Ramadan. Our aim
was to create an event within the public space for people to come together. By using
the rich, traditional and culturally embedded food culture of Turkey as a conversa-
tion starter it created the possibility to show how public space can be used and how
it can function in different ways.

Tugce Akbulut: Since we took food and table to the center as the main theme, we
also wanted to make the gardens on wheels that we planted in the day consumable. For
example, we wanted to make possible that one serves hot water and takes a branch of
the lemongrass, melissa or sage plants in his/her garden and we wanted to remind that
“herbal teas” are not market products, that the plants growing in one’s door front have
healing power on the body and the conversations. Of course, we had to wait for the
iftar (fast-breaking) since it was Ramadan, but for me, one of the most important
things about iftar is that it suddenly transforms the evening meals, which at other ti-
mes are eaten separately by those coming from school and work and those waiting at
home, into a collective table. We have seen the best examples of this with the earth
tables, which equipped Istiklal Street from one end to the other with food.

How did you develop the community garden? Is it still used after the events
ended?

Tugce Akbulut: Social activities based on the production that continued in the
villages but which we have lost through urbanization (collective productions with
kith and kin such as cutting pasta, making olives, extracting nuts) were also in our
focus. We focused on these details that have become normalized since we are accusto-
med to them. Especially, as we were wandering in the back streets of Amsterdam, see-
ing that the parks were converted into urban gardens by the Turkish communities li-
ving in the neighborhood made us feel like we were looking in the right direction.
One takes the things that will make her/him feel the most at home when s/he goes to
a different culture and country. Based on these observations, we wanted to make a
community garden. Of course, parameters such as space constraints, the curiosity of
the cats and dogs on the streets for plants and the necessity to solve many needs in
small spaces raised some questions. The questions of can these gardens have other
functions, should we choose the plants to be planted only according to the physical
conditions, what other elements are there in front of the shops and apartments, how
did those who have them created their own green spaces, were in the foreground.

We worked with the team of Kokopelli $ehirde. It created for us 9 different con-
cepts such as Menemen Garden (tomato, pepper, parsley), Baris Manco Garden (to-
mato, pepper, eggplant), Healing Garden (mint, lemon). In fact, we planted some of
the gardens with children as our beloved Basak Incekara held workshops with them
during the festival. We used parcel carts used in shopping malls with a different
function and placed beds for vegetables in them. We had 12 gardens on wheels,
which could be opened on demand on four sides but is sheltered on the street, which
is mobile and starts a conversation among neighbors.

After the event, we gave the gardens to the Yesil Diisiin Dernegi (Think Green
Association), Besiktag Karaoglan Youth Center and the Biiyitk Esma Sultan Primary
School that hosted the event. Unfortunately, we had to remove the gardens because
the decision to demolish the Biiyiik Esma Sultan Primary School was taken. However
they will soon be given, after their maintenance is done, as educational objects to
another primary school in Cihangir.

Where did you realize gatherings?

Tugge Akbulut: We held our dinner event in the garden of Biiyiik Esma Sultan
Secondary School in Besiktas. In fact, it was a hard-floored space in the school pre-
viously used as a garden that was being used as a car park when we asked for it.
Using this space that was available outside school hours gave residents tips on how
to use already limited spaces with multiple functions.
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yetisen bitkilerden sepet 6rerek aslinda mikro dongiisel bir ekonomik model 6rnegi
gosterdigini okumak lazim. Yerinde yaparak, deneyerek gelisen bu araglari, yon-
temleri, drtinleri giiniimiiz agik fikirliligi, teknolojisi, iiretim ve tasarim kabiliyeti
ile harmanlayarak, korunmasi gereken 6ziin analizini iyi yaparak, déniigmekte bir
alamet var. Bu bir eskiye 6ykiinme romantizmi degil, 6grenimleri degerlendirip, ye-
niyi kesfedilmisle harmanlamayi 6neren bir dontigiim yaklagimu.

Tim gezegenin yavaglamaya ihtiyaci var, bunu her késeden alarm vererek gos-
teriyor, bizi evlerimize geri dondiirdii, durdurdu. Gelenek yereldir, o yéreye aittir.
Bu denli aidiyet barindiran bir sosyal sistem, déniismek istedigimiz yere daha icten,
daha az hasarla, daha yerinde tiretime dayali yaklasima bizi adapte edebilecek en
efeketif sistem gibi geliyor bana.

Jurgen ten Hoeve: Geleneksel degerler, yerel malzemeler, zanaat, bilgi ve kim-
likten olusur. Bizim geleneksel degerlerden en fazla 6grendigimiz seyse insanlarin
aralarinda kurdugu etkilesim ve anlattiklar1 hikayelerdi. Giiniimiiz tasarimi Inter-
net araciliiyla biitlin diinyaya yayilabiliyor. Bilgiyi yaymak ne kadar 6nemli ve de-
gerli olsa da insan etkilesimi digarida kaliyor. Gelenek dedigimiz sey nesilden nesile
gecen, usta-cirak iligkisini baz alir. Bugiinkii teknolojik siireclerde ustanin ¢iraga
aktardig1 geleneksel bilgi aktarim yéntemleri yok oluyor. Gelenek insanlarin bilgi-
lerini paylastig1 ve onlar1 daha yakinlagtiran bir arag, siirecinde uriine takdir barin-
diran, hikaye anlatan ve etkilesimle beslenen bir siireg.
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Who were the participants? What kind of feedback did you get from them?

Tugce Akbulut: We hosted a total of 35 neighborhood dwellers aged 12-65, with
different interests, educational backgrounds and professions, widely ranging from
shopkeepers to housewives, from students to artists. It was an evening full of emoti-
ons and sincerity, where everyone hugged each other at the end of the night, and
people who did not know each other for many years while inhabiting the same nei-
ghborhood exchanged phone numbers.

Street’s memory is very strong and precious. As the last activity of the dinner
event we designed, we put the plan of a location that is known to everyone in Begik-
tas on every table. It turned out that the venue was an open-air cinema before; we
learned this from the independent notes of the residents who designed with the
model pieces and colored pencils we supplied to the tables, and from the occasional
conversations. All 6 tables stated that they wanted to restore the open-air cinema in
the area that is currently being used as a car park. While this reminded those, who
remembered the times when it was an open-air cinema, of their belonging to the
neighborhood, the new generation claimed this as an exciting idea. This inspired
Besiktas Municipality to organize open-air cinema events throughout the summer.

Are you thinking about continuing with this project and trying it out in diffe-
rent places with different cultures?

Tuggce Akbulut: When the project turned out to have this much learning output
and to be this much fun, it won the right to go to the second stage from Stimulerin-
gsFonds. won the right to go to the second stage. This time our question was “How
can we use tradition as a facilitator to transform monofunctional public space into
a shared collective space that adds more than one meaning, function and value to
create a more inclusive, greener and liveable city?”

This time, our space is Besiktas Barbaros Park. This location, which is still called
a “park”, is a square that used to be green but has hosted various events of Besiktag
Municipality for a long time as a hard-floored ground. In this space, we will build an
“Urban Tea Park” in May as a continuation of our project.

For both stages, we have been trying, from the very beginning, to decipher the
elements of our culture that facilitate people to gather together and to use these to
bring people back together in public spaces. When we looked back, the tea gardens,
which is one of the first open-air social spaces where people from all walks come
together with pleasure, drew our attention. I remembered the days when people and
families chatted under a sycamore tree in each village square. By using these cultural
codes, we are working on bringing the green back to the location we have chosen,
even if temporarily. Again, by providing different utilization possibilities with whe-
eled elements, we will make propositions with multi-functionality to the space
constraint of the city.

What do you think about the importance of bringing traditional heritage in
today’s design practice? What could we learn from it?

Tugge Akbulut: Design is a tool used sometimes to solve problems, sometimes
to suggest alternatives and/or the better. At least I look at it like this. Some organi-
zations consider designers among important personas who will develop solutions to
global issues such as climate crisis, accessibility and waste management. We are li-
ving in important times in which receive significant warnings to change the ways we
live, produce and consume, and in which we begin to assume responsibility for ta-
king big steps. At least a group of people is slowly moving away from the days in
which the boundaries were transparent, and which attempts to neutralize authenti-
city prevailed; they are beginning to talk about the value of protecting elements
that are unique to geography, community, culture. We began to host participatory
processes as a transformation tool in our systems since we all read the dysfunction
in developing exterior solutions - independent of those who are exposed to the
problem and create the problem- to what we identify as problems. Good experi-
ments are being conducted, sometimes I am a part of them, sometimes I follow
them as an interested audience.

We need to look at the better, the solution, at the rituals people and communities
already accept, repeat and claim in order to reduce the effects of our destructiveness
and to increase the effect of our constructiveness. Maybe it is not about saying that
we brought the “refill” approach to reduce packaging, but we have to remember that
we were generations who bought open detergent and bulgur in the past so that we
design accordingly the processes, products and narratives. It is necessary to read
that the water served in the pot is energy-saving because it keeps the water cold for
along time, and that in order to carry harvested fruits in one’s village, by weaving a
basket from the plants grown around the spring which waters the trees, one de-
monstrates an example of a micro cyclical economic model.

The whole planet needs to slow down, it shows this by giving alarms from every
corner, it brought us back to our homes, it stopped us. Tradition is local, it belongs
to the region. It seems to me that a social system with such a sense of belonging is
the most effective system that can adapt us to where we want to transform, more
intimately, with less damage and to a more in-place production-based approach.

Jurgen Ten Hoeve: Traditional heritage is based on local materials, craftsmans-
hip, knowledge, and identity. But for us, one of the most important things we can
learn from traditional heritage is human interaction and the story that it tells. Mo-
dern design is mainly done through digital mediums and can be shared across the
globe through the use of the Internet. Sharing knowledge is important but there is
one important difference, that is human interaction. Tradition is based on passing
knowledge from generation to generation, from teacher to pupil. Besides the bene-
fits of machine-based production, we lose knowledge and personal engagement.
Tradition works as a bonding tool between people sharing knowledge, it creates an
appreciation for the product because it can tell a story and create engagement.
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Son zamanlarda egitim sirasi ve galisma alani haline gelen yemek masalarinin odak noktasi yine birliktelik olgusu
Uzerine kurulu. Farkli masalarda, bambagska kosusturmalarda olan bu bUytk sofradaki her tGyenin, hayatin sundugu
tum guzellikleri ve degerli beraberlikleri yasam alanlarinda bulmasi dilegiyle.
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