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Siradigi Mobilyalar Unusual Furniture

Edito

Liana Kuyumcuyan

KOSTAS LAMBRIDIS, ELEMENTAL CABINET DETAY, 2017. ELEMENTAL FOLDS AND REVERSE
FIREWORKS ON SLOW MOTION SERGISINDEN, CARPENTERS WORKSHOP GALLERY, 2023

KOSTAS LAMBRIDIS, ELEMENTAL CABINET DETAY, 2017. FROM THE EXHIBITION ELEMENTAL FOLDS
AND REVERSE FIREWORKS ON SLOW MOTION SERGISINDEN, CARPENTERS WORKSHOP GALLERY, 2023

Siradig kelimesi nadir, siradan olmayan veya olaganiistii, dikkat ¢ekici, normal
kabul edilene benzemeyen anlamina gelir; neredeyse bir “anomali”yi isaret eder.
Tasarimin 6ziine baktigimizda, bir kesif, varolan bir soruna yaratilmis bir ¢6ziim
oldugunu gériiriiz. Bu ¢6ziim de, nihayetinde, herkes i¢in net bir cevap olmay:1 he-
defleyen bir diisiinme siirecinin siradis1 bir sonucudur.

Herhangi bir nesne i¢in bile ¢ok fazla secenek bulabildigimiz bu dénemde, s1-
radig1 olan neredeyse liikks bir secenek haline geldi. Tasarimi demokratiklestirmek
i¢in basit ve minimal Griinler seri sekilde iiretilirken, benzersiz ve kisisellestirilmis
olanlar hem daha pahali hem de elde edilmesi daha zor olarak konumlanmaya
baslad1. Zanaat da bunun kurbani oldu. Ozgiin tasarim nesneleri, 6zel koleksiyon-
lara dahil olmaya ya da insanlarin “kullanmak” yerine “izledigi” sergilerin parca-
lar1 olmaya bagladi. Norm haline gelmis herhangi bir form, malzeme, boyut veya
iretim siirecini takip etmeyen tasarimlar ise sadece bir grup insana hitap etmek
zorunda kaldi. Eger “siradig1 tasarim”a dokunulmaz muamelesi yaparsak o zaman
herhangi bir sey tasarlamanin anlami kalir m1? Bu noktadan sonra -20. yiizyilda
oldugu gibi- herhangi bir tasarim akimiyla kargilasmak mimkin olur mu?

Design Unlimited’in bu sayisinda, siradan bir diisiinme bi¢imini takip etmeye-
rek kendi yéntemleriyle “siradigi” olanin pesinden giden tasarimcilara odaklan-
mak istedik. Tasarimin sinirlarini pek zorlamadigimiz bu dénemde, obje iiretirken
farkl1 diigiinme yollar1 bulan tasarimcilan arastirdik. Stradist Mobilyalar sayisinda
son dénemde tasarim alaninda 6ne ¢ikan isimler yer aliyor. Bu isimler normlarin
disina cikarak klasik formlarin, iglevlerin ve baglamlarin sinirlarini zorluyor.

Gegtigimiz y1l aydinlatma iiriinleri tasarlayan Italyan markasi Flos ile yaptig1
is birligiyle 6ne ¢ikan tasarimci Guglielmo Poletti ile Tugce Karatas, tasarimci-
nin pratigi ve marka is birlikleri tizerine sohbet etti. Tasarimci Valentine Mau-
rice, zamani 15181n renkleriyle birlestirdigi ve uykusuzluk problemine deginen
aydinlatma tasarimlari iizerine caligma felsefesini bizim i¢in yazdi. New York’ta
Carpenters Workshop Gallery’de sergi agmaya hazirlanan tasarimci Kostas
Lambridis ile Ecem Arslanay, tasarimcinin 6zgiin dili iizerine konustu. Ben de
hem Tellurico isimli tasarim stiiddyosunun kurucusu Francesco Pace ile, tasarim-
cinin 6zgiin islerini nasil sekillendirdigi ve baglamlarini nasil gelistirdigi hem de
Benedetta Pompili ile tasarimcinin kullandig aligilmadik bir malzeme olan as-
besti seramik ile nasil birlestirdigi iizerine konustum. Son olarak Nilsu Oztiirk,
son donemde isimleri gokca 6ne ¢ikan ii¢ tasarimciyla séylesiler gergeklestirerek
U tasarimer tasarim hakkindaki diisiincelerimizi nasil degistiriyor? isimli, Anna
Aagaard Jensen, Audrey Large ve Leo Orta’nin tasarimda “siradig1” kavramini ve
kendi islerinin baglamlarini anlattiklar1 dosyay1 hazirlad.

Tasarimi herkes i¢in erigilebilir kilma hedefiyle, seri iiretimin yayginlastigi bu
donemde, tekrar1 mimkiin olmayan formlar iireten ya da pazarin odaginda ol-
mayan hassasiyetlere hitap eden tasarimcilarin galigmalarina odaklanarak 6zgiin
orneklere bakmaya calistik.

The word unusual means rare, out of the ordinary or extraordinary, remarkable,
unlike what is considered normal; it almost implies an “anomaly”. When we look
at the essence of design, we see that it is a discovery, a solution to an existing prob-
lem. And this solution is, in the end, the unusual outcome of a process of thinking
that aims to be a clear answer for everyone.

In a time when we can find so many options for any object, the unconvention-
al has become almost a luxury. Simple and minimal products are mass-produced
to democratize design, while the unique and personalized are positioned as both
more expensive and more difficult to obtain. Craftsmanship has also fallen victim
to this. Original design objects became part of private collections or exhibitions
that people “watch” rather than “use” Designs that did not follow any form, ma-
terial, size or production process that had become the norm had to appeal only
to a group of people. If we treat “ unusual design” as untouchable, then is there
any point in designing anything at all? Will it be possible to encounter any design
movement after this point - as it was in the 20™ century?

In this issue of Design Unlimited, we wanted to focus on designers who do not
follow an ordinary way of thinking and pursue the “unusual” in their own way.
In this period when we don’t push the boundaries of design, we investigated the
designers who find different ways of thinking while producing objects. In this is-
sue of Unusual Furniture, there are names that have recently come to the fore in
the field of design. These names go beyond the norm and push the boundaries of
classical forms, functions and contexts.

Tugge Karatas had a conversation with designer Guglielmo Poletti, who came
to the forefront last year with his collaboration with Flos, an Italian brand that
designs lighting products, about the designer’s practice and brand collaborations.
Designer Valentine Maurice wrote for us about his working philosophy on light-
ing designs that combine time with the colors of light and address the problem
of insomnia. Ecem Arslanay talked to designer Kostas Lambridis, who is prepar-
ing to open an exhibition at Carpenters Workshop Gallery in New York, about
the designer’s unique language. I also spoke with Francesco Pace, the founder
of the design studio Tellurico, about how the designer shapes his original works
and develops their contexts, and with Benedetta Pompili about how the designer
combines asbestos, an unusual material, with ceramics. Last but not least, Nilsu
Oztiirk interviewed three designers whose names have come to the fore in recent
times and prepared the dossier titled How three designers are changing the way we
think about design, in which Anna Aagaard Jensen, Audrey Large and Leo Orta ex-
plain the concept of “extraordinary” in design and the contexts of their own work.

With the aim of making design accessible to everyone, we tried to look at
unique examples in this era of mass production, focusing on the work of designers
who produce unrepeatable forms or address sensibilities that are not the focus of
the market.
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Baz1 geyler hig

Bazi geyler hi¢ eskimemeli, mutlaka sahip ¢ikilmali, korunmali onlar;

mesela, her zaman konuga verilen degerin géstergesi, paylastik¢a artan

ince bir keyfin temsilcisi olan Tiirk kahvesi...

1920’lerde Kurukahveci
Mehmet Efendi.

Bir buguk asirdir Tuirk kahvesinin degerleriyle anilan

Kurukahveci Mehmet Efendi, kahve kiltiirimiiziin

hak ettigi bu 6zeni sadece tiretim siireclerinde degil,

is iligkilerinde ve mekanlarinda da yansitmaya

gayret ediyor.

1871 yilinda Eminénii’nde kigiik bir kége
diikkdninda kurulan girket, bugiin Mehmet
Efendi’nin torunlar: ve torun ¢ocuklar:
tarafindan yonetiliyor. Diinyanin altmag
iillkesine onun adini tagiyan Tiirk kahvesi

ihrag ediliyor.

Mimar Ziihtii Basar'a yaptinlan
Emindnii'ndeki Kurukahveci Mehmet Efendi
Mahdumlan (Ogullari) magazasi, 1932.
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Mehmet Efendi’'nin tarihi Eminéni

diikkani eskiden oldugu gibi bugiin de

kahveseverlere hizmet etmeye devam

ediyor. 1930 ylllnda dénemin énde Mimar Haydar Karabey tarafindan Kurukahveci
) , Mehmet Efendi icin tasarlanan Dudullu tesisleri
gelen mimarlarindan Kjihtii Basar’a yonetim binasi, 1995

yaptirilan bu binanin tadilati ile

Mimar Ziihtii Bagar tarafindan ~~ hemen yaninda inga edilen
art deco tarzinda tasarlanan
binadan merdiven detayi.

-"

yeni Tahmis Binasi’nin tasarimi Mimar Han
Tiimertekin tarafindan yuritildi; firmanin

Dudullu’daki ileri teknoloji tiretim tesislerinin

yonetim binalar1 ise Mimar Haydar Karabey

tarafindan tasarlanda. Mimar Han Tiimertekin
tarafindan tasarlanan

Kurukahveci Mehmet Efendi
Tahmis Binasi, 2021.

...cunki kiltir mirasinin korunmasi,

eskinin geklen korunmasi

degildir sadece; ruhunun

her daim ¢agdas bir anlayisla

yasatilmasidir.
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Haberler News

Hazirlan!

Bu yil Hollanda Tasarim Haftasi, Hazzrlan temasiyla Hollanda’nin Eindhoven
kentine yayilacak ¢esitli mekanlarda ger¢eklesecek. Bu yilin temasi zihinlerimiz-
deki degisimi vurguluyor; hazirlik agamasindan eyleme ge¢cmeye kadar, tasarim
toplulugunu yakindan dinlemeye odaklaniyor. 22 - 30 Ekim 2022 tarihleri ara-
sinda gergeklesecek etkinlik, tasarimcilarin anlamli bir etki yaratan fikir ve ¢6-
ziim aligverisinde bulunmalarina yardimei olacak. Hollanda Tasarim Haftasi’'nin
yerleri ve katilimcilar ile ilgili detaylar1 ddw.nl web sitesinde bulabilirsiniz.

HOLLANDA TASARIM HAFTASI 2021, FOTOGRAF MAX KNEEFEL
DUTCH DESIGN WEEK 2021. PHOTO MAX KNEEFEL

Get Set!

This year Dutch Design Week will take place in various locations in Eindhoven,
The Netherlands with the theme Get Set. The theme highlights a shift in mental-
ity; from preparation to action, that is deeply rooted in the idea of listening
closely to the design community. The event takes place from October 22-30,
2022 and will help designers exchange ideas and solutions that create a meaning-
ful impact. You can get the details about the locations and participants of the
Dutch Design Week on ddw.nl website.

Su Olmak

Porto Tasarim Bienali’nin iigiincii edisyonu 19 Ekim - 3 Aralik 2023 tarihleri
arasinda Su olmak temasiyla gergeklesecek. Temanin odak noktasi, birlikte nasil
akigta kalacagimiza ve birbirimizi nasil sekillendirecegimize odaklaniyor. Bu
edisyon ulusal ve uluslararas sesleri bir araya getirmeyi amagliyor. Porto Tasa-
rim Bienali’nin mekénlar1 ve katilimcilar1 hakkinda daha fazla bilgiyi portode-
signbiennale.pt web sitesinden edinebilirsiniz.

Being Water

The 3" edition of Porto Design Biennale will take place between October 19 -
December 3, 2023, with the theme Being Water. The focus of the theme is to
focus on how to flow together and shape each other. This edition aims to bring
together national and international voices. You can get further details about
the locations and participants of the Porto Design Biennale on:
portodesignbiennale.pt

VASCO CELIO, STILLS. PORTO TASARIM BIENALI 2023 [ZNIYLE
VASCO CELIO, STILLS. COURTESY OF PORTO DESIGN BIENNALE 2023

Sinif

Sinif, Garagem Sul (Lissabon) ve arc en réve centre d>architecture (Bordeaux) is
birligiyle olusturulan ve Covid pandemisinin genglerin 6grenme ortamu iizerin-
deki etkisini yansitan bir mimari sergi olarak kurgulandi. Ogrenciler sinfilarda
degil, cevrimici olarak egitime devam ettiler. Sergi, bu dénemin ardindan iki
temel soruyu vurguluyor: Bundan sonra ne tiir bir 6grenme ortamina ihtiyacimiz
olacak ve mevcut okul binalarini bu yeni gereksinimlere nasil uyarlayabiliriz?
Sinif, 2023 yil1 boyunca arc en réve centre d’architecture ve Garagem Sul>da ser-
gilendi ve simdi 18 Subat 2024 tarihine kadar Bel¢ika>nin Hasselt kentindeki
733 Cagdas Sanat, Tasarim ve Mimarlik Evi>nde goriilebilir.

Classroom

Classroom is an architectural exhibition created in collaboration with Garagem
Sul (Lissabon) and arc en réve centre d’architecture (Bordeaux), which reflects
on the impact the Covid pandemic had on the learning environment of young
people. Pupils were no longer taught in a classroom, but followed online educa-
tion. The exhibition highlights two key questions: what type of learning environ-
ment will we need from now on, and how do we adapt existing school buildings
to these new requirements? Classroom was exhibited both in arc en réve centre
d’architecture and Garagem Sul through 2023, and now can be seen at Z33 House
for Contemporary Art, Design & Architecture, Hasselt, Belgium until February
18, 2024.
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GESCHWISTER SCHOLL OKULU, LUNEN, ALMANYA. FOTOGRAF MAGDALENA GRUBER
GESCHWISTER SCHOLL GESAMTSCHULE, LUNEN, GERMANY. PHOTO MAGDALENA GRUBER
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Gaggenau x unlimited

Buhan yonetmek
Managing the steam

Gaggenau’'nun yeni nesil kombi buharl: firinlariyla
mutfak tutkunlari saglikli pisirmeyi yeniden kesfediyor.
Ik kez 1999 yilinda kombi buharli firinlar1 ev mutfaklar

ile tanigtiran Gaggenau, nem ve sicak havay1 birlestiren
miitkemmel bir kombinasyonla saglikli beslenme i¢in
ideal imkanlar yaratmanin yani sira kendini daha da
gelistirerek teknik, tasarim ve performans agisindan
yenilikler sunmaya devam ediyor

Kitchen enthusiasts rediscover healthy cooking
with Gaggenau’s new generation of combi steam ovens.
Gaggenau, which first introduced combi-steam ovens

to home kitchens in 1999, continues to innovate in
terms of technique, design and performance, as well
as creating ideal opportunities for healthy eating with
a perfect combination of humidity and hot air

Sinirsiz esneklik saglayan yeni nesil kombi buharli firinlari 50 litreye genigletilen
i¢ hacimleri, seramik cam tavan ardinda yer alan tam yiizey 1zgaralar1 ve gériinmez
LED’lerden gelen aydinlatma ile firinin arka tarafina yonelen 1siklariyla yemekle-
rin gorselligini 6n plana ¢ikariyor.

Sous-vide teknigi

Yeni kombi buharl: firinlar, Gaggenau’'nun vakum ¢ekmecesiyle uyum iginde
calisarak, sous-vide teknigiyle uzun siireli pisirmelerde mitkemmel sonuglar elde
etmeyi sagliyor. Diisiik 1s1da pisirme ile vitamin ve besin degerleri korunarak daha
saglikli yemekler hazirlanabiliyor. Tiim serilerde bulunan sabit su baglantisi pra-
tikligi artirirken, ti¢ sicaklik sensoriine sahip ¢ekirdek 1s1 6lger sayesinde tahmini
pisirme siiresi siirekli giincellenerek her kullanimda mitkemmel sonuglar elde edil-
mesini sagliyor.

Cig1r agic1 temizlik sistemi

Gaggenau tiim serilerine otomatik temizleme sistemi getiriyor. Firin temizli-
ginde ¢1gir acic1 bir yenilik gelistirerek tiim firin1 dort saatten az siirede egsiz bir
hijyenle temizleyen seriler, biinyesindeki su kaynag ile sadece bir temizleme kar-

tusu kullanarak kireci zahmetsizce sokiiyor ve i¢ bélmedeki agir kirleri temizliyor.

Home Connect sistemi ile donatilan tiim yeni kombi buharli firinlar daha fazla
ozgiirlitk saglayarak mutfak tutkunlarinin firinlarini uygulama {izerinden kontrol
etmesine de olanak sagliyor. Home Connect entegrasyonu sayesinde kombi buhar-
11 firinlar dijitallesen evlerin tam kalbinde yer aliyor.

Providing unlimited flexibility, the new generation of combi steam ovens with
their interior volume expanded to 50 liters, full surface grills behind a ceramic glass
ceiling and lighting from invisible LEDs directed to the back of the oven, highlight
the visual appeal of the dishes.

Sous-vide technique

The new combi steam ovens work in harmony with Gaggenau>s vacuum draw-
er, enabling excellent results for long-term cooking with the sous-vide technique.
With low-heat cooking, vitamins and nutrients are preserved and healthier meals
can be prepared. The fixed water connection in all series increases practicality,
while the core thermometer with three temperature sensors constantly updates the
estimated cooking time, ensuring perfect results every time.

Groundbreaking cleaning system

Gaggenau is introducing an automatic cleaning system to its entire range. A
groundbreaking innovation in oven cleaning, the series cleans the entire oven in
less than four hours with unparalleled hygiene, effortlessly removing limescale and
removing heavy soiling from the inner chamber using only a cleaning cartridge
with its built-in water source.

Equipped with the Home Connect system, all new combi steam ovens offer
even more freedom, allowing kitchen enthusiasts to control their ovens via the
app. Thanks to Home Connect integration, combi steam ovens are at the heart of
digitalized homes.
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BAYOU Villas x unlimited.--
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Yazi Text: Fikret Gliinahsiz

An unusual

vacation expenence

Barut Hotels biinyesindeki yeni ve
ayricalikli villalar1 BAYOU Villas,
ozenli ve yenilikei yaklagimiyla
konaklama deneyimine farkli bir
boyut kazandiriyor. Akdeniz’in
mucizevi giizelliklerini kucaklayan
yemyesil bir doga icerisinde yer alan
BAYOU Villasta her ayrinti
misafirlerinin tiim beklentilerini
karsilamak amaciyla incelikle
tasarlandi

Tatil, hayatin kaotik ritminden ka¢mak ve 6zgiirlesmek demek. Bu kagisin
cok zarif bir sekli Antalya’da doga-insan-zaman-yasam iliskisini konu edinen
sanat yapitlariyla bezenmis villalarda ifade buluyor. Ekim 2022 itibariyle
misafirlerini agirlamaya baglayan BAYOU Villas by Lara Barut Collection
misafirlerini 25 bin m*lik bir alan boyunca uzanan 24 6zel villada agirliyor.
Antalya Havalimanr’na 15 dakika mesafede bulunan BAYOU Villas’ta her biri
kendine ait bir bahge, tatli suyla ve deniz suyuyla doldurulmug havuza ve st
diizey konfora sahip 1, 2, 3 ve 4 yatak odali villalar yer aliyor. BAYOU Villas
icinde spor salonu, SPA, hamam, piyano, masaj odas: ve tam donanimli mutfak
gibi bir¢ok ayricaligin oldugu farkli villa tiplerini miisterilerine sunabiliyor. En
cazip yonlerinden birinin sunduklari benzersiz mahremiyet olan BAYOU
Villas giiriiltiilit komgular veya kalabalik havuzlar olmadan, misafirlerini kendi
cennetlerinin inzivasina sokuyor. Havuzunuza dalin, tenha terasinizda giinesin
tadini ¢ikarin ya da yemyesil bahgenizde bir kitapla kanapenizin iizerine
kivriling bu yalmzlik anlari aslinda bir anlamda rahatlama sanatinin gergek
anlamda canlandig yerler.

2016 yilinda Kagan Erk, Hiiray Erk ve Sinan Kafadar ortakligiyla kurulan
Metex Studio Erk tarafindan tasarlanan villalar dogayla biitiinleserek her biri
yapinin konuguna 6zel bir deneyim sunmasi amaciylabi¢cimleniyor. Antalya’nin
Lara bélgesinde yer alan, BAYOU Villas, projeye 6zel olarak olusturulmus
¢agdas sanat segkisiyle, mimari, i¢ mimari ve peyzaj mimariyle uyumlu ve yalin
bir dile sahip. Zaman igerisinde farkli bakis acilarina sahip izleyicilerle

bulusacak olmasi sebebiyle yapitlarin etkilesim alanlarini genigletmeyi de

6nemsen MSE ekibi; hem c¢agdas sanat kariyerinin basinda olan geng

BAYOU Villas, the new and privileged
villas of Barut Hotels, adds a different
dimension to the accommodation
experience with its meticulous and
innovative approach. Located in a lush
green nature embracing the
miraculous beauties of the
Mediterranean Sea, BAYOU Villas are
designed to meet all the expectations

of its guests

Vacation means escaping from the chaotic rhythm of life and becoming free. A
very elegant form of this escape finds expression in Antalya in villas adorned
with artworks that focus on the relationship between nature-human-time-life.
BAYOU Villas by Lara Barut Collection, which started to host its guests in Oc-
tober 2022, welcomes its guests in 24 private villas stretching across an area of
25 thousand m?®. Located 15 minutes from Antalya Airport, BAYOU Villas fea-
tures 1, 2, 3 and 4 bedroom villas, each with its own garden, a pool filled with
fresh water and sea water, and a high level of comfort. BAYOU Villas can offer
different types of villas with many privileges such as a gym, SPA, hammam, pi-
ano, massage room and fully equipped kitchen. One of the most appealing as-
pects of BAYOU Villas is the unparalleled privacy they offer, giving you the
seclusion of your own paradise without noisy neighbors or crowded pools. Take
a dip in your own pool, soak up the sun on your secluded terrace or curl up with
a book in your lush garden; these moments of solitude are where the art of re-
laxation truly comes alive.

Founded in 2016 by Metex Studio Erk, a partnership between Kagan Erk,
Hiiray Erk and Sinan Kafadar, the villas are designed by Metex Studio Erk to
integrate with nature and offer a special experience to each guest. Located in
the Lara region of Antalya, BAYOU Villas has a simple language in harmony
with the architecture, interior architecture and landscape architecture with a
selection of contemporary art created specifically for the project. The MSE
team, which also cares about expanding the interaction areas of the artworks as
they will meet with audiences with different perspectives over time, has a large
collection of works in different disciplines such as painting, ceramics, installa-
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sanatgilarin desteklendigi hem de uluslararas: bilinirligi olan ya da Tiirkiye’de
cagdas sanat alaninda kendilerini ilerletmis geng-orta kariyerdeki 25 farkli
sanatginin resim, seramik, yerlestirme, kolaj, dijital sanat, video ve NFT gibi
farkl: disiplinlerdeki iiretim bi¢imlerinin yer aldig1 genis bir koleksiyona sahip.
Inceledikleri konularda farklilik gosteren bu yapitlarin villalara yerlestiriligleri,
renk ve bi¢im yaklagimlari, kavramsal arka planlar1 ve estetik dilleri agisindan
birbiriyle uyumlu, biitiinciil bir bakis agisiyla sunuluyor. Segkiyi olusturan sanat
danigmani Gozde Ulusoy “i¢c mimari ve mimaride yaratilan yalin ama etkileyici
dilin, eser se¢iminde de yine ayni yalin dili ve eserin alt metnini okumaya,
kesfetmeye agik bir izleyici tarafindan anlagilacag: bir segki lizerine” galisildigini
soylityor.

Sanat meraklilar i¢in de ayr1 bir cazibe sunan bu 6zel villalar adeta kendileri
birer yapit gibi konumlaniyor. Bali'den Toskana’ya inziva kavraminin zamansiz
zarafeti bu villalarda estetik ve islevselligin uyumlu bir karigimini sunmak i¢in
6zenle harmanlanarak hazirlaniyor. Tavandan tabana pencereler dogayi
cercevelerken, 6zenle secilmis sanat eserleri de duvarlar: siisleyerek duyular icin
gorsel bir senfoni yaratiyor.

Barut Hotels Grubunun 52 yillik otelcilik tecriibesini yansittig, 6zenli ve
yenilik¢i yaklagimiyla konaklama deneyimine farkli bir boyut kazandiran
BAYOU Villas konuklarina her daim yeni ayricaliklar sunmaya devam ediyor.
Bunlardan biri de diinyanin en liiks, en yenilik¢i ve en bilyitk gemilerine sahip
Royal Caribbean Cruise ile yaptiklari ig birligi. Bu ortaklik vesilesiyle BAYOU
Villas misafirleri ¢agimizin en prestijli deniz ulasimi giivencesiyle diinyay1
gezebiliyorlar.

Tiim restoranlardaki tarifler tamamen gef Ozkan Sen ve ekibinin yorumuyla
hazirlanan Lara Barut Collection’in tim mekénlarinda girebilen BAYOU Villas
misafirleri ayn1 zamanda sadece kendilerine 6zel olan -ve villa misafirlerinin
kullanabildigi- Weik A’la Carte Restoran ve bardan da faydalabiliyor. Ayrica
7/24 saat mutfag1 hi¢ kapanmayan bu restorandan giiniin her saatinde villara
yemek siparis edilebiliyor.

Mimari ve i¢ mimari alandaki biitiincil ve paylagima a¢ik tutumu,
danisanlarinin gereksinimlerine olan duyarlilig, fayda odakli siire¢ yonetimi ve
olcek gozetmeksizin sundugu 6zverili yaklasimiyla 6ne ¢ikan bir olusum olarak
BAYOU Villas disaridaki diinyanin kayboldugu ve varig noktanizin 6ziiniin igeri
s1izd1g1 huzur siginaklar olarak Tiirkiye, Antalya’da misafirlerini bekliyor.
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tion, collage, digital art, video and NFT by 25 different artists, both supporting
young artists at the beginning of their contemporary art careers and interna-
tionally recognized or young-mid-career artists who have advanced themselves
in the field of contemporary art in Turkey. These works, which vary in their
subject matter, are presented from a holistic point of view in harmony with
each other in terms of their placement in the villas, their approaches to color
and form, their conceptual backgrounds and aesthetic languages. G6zde Ulu-
soy, the art consultant who created the selection, says that they worked on “a
selection in which the simple but impressive language created in interior design
and architecture will be understood by a viewer who is open to reading and
discovering the same simple language and the subtext of the work”

Offering a special attraction for art enthusiasts, these private villas are al-
most like works of art themselves. From Bali to Tuscany, the timeless elegance
of the retreat concept is carefully crafted in these villas to offer a harmonious
blend of aesthetics and functionality. Floor-to-ceiling windows frame nature,
while carefully selected artworks adorn the walls, creating a visual symphony
for the senses.

Reflecting the Barut Hotels Group’s 52 years of hotel management experi-
ence and adding a new dimension to the accommodation experience with its
meticulous and innovative approach, BAYOU Villas continues to offer new
privileges to its guests. One of these is their collaboration with Royal Caribbean
Cruise, which has the most luxurious, innovative and largest ships in the world.
Through this partnership, BAYOU Villas guests can travel the world with the
assurance of the most prestigious maritime transportation of our time.

BAYOU Villas guests have access to the Lara Barut Collection’s Weik A’la
Carte Restaurant and bar, which is exclusively available to villa guests, while the
recipes in all restaurants are prepared by Chef Ozkan Sen and his team. In addi-
tion, food can be ordered to the villas at any time of the day from this restau-
rant, whose 24/7 kitchen never closes.

BAYOU Villas, which stands out with its holistic and open attitude to shar-
ing in the field of architecture and interior design, its sensitivity to the needs of
its clients, its benefit-oriented process management and its selfless approach
regardless of scale, is waiting for its guests in Antalya, Turkey as a haven of
peace where the outside world disappears and the essence of your destination
seeps in.

ANTALYA HAVALIMANI'NA 15 DAKIKA MESAFEDE
BULUNAN BAYOU VILLAS TA HER BIRI KENDINE
AIT BIR BAHCE, TATLI SUYLA VE DENIZ SUYUYLA
DOLDURULMUS HAVUZA VE UST DUZEY KONFORA
SAHIP 1, 2, 3 VE 4 YATAK ODALI VILLALAR YER
ALIYOR. BAYOU VILLAS ICINDE SPOR SALONU,

SPA, HAMAM, PIYANO, MASAJ ODASI VE TAM
DONANIMLI MUTFAK GIBI BIRCOK AYRICALIGIN
OLDUGU FARKLI VILLA TIPLERINI MUSTERILERINE
SUNABILIYOR.

LOCATED 15 MINUTES FROM ANTALYA AIRPORT,
BAYOU VILLAS FEATURES 1, 2, 3 AND 4 BEDROOM
VILLAS, EACH WITH ITS OWN GARDEN, A POOL
FILLED WITH FRESH WATER AND SEA WATER, AND A
HIGH LEVEL OF COMFORT. BAYOU VILLAS CAN OFFER
DIFFERENT TYPES OF VILLAS WITH MANY PRIVILEG-
ESSUCH AS A GYM, SPA, HAMMAM, PIANO, MASSAGE
ROOM AND FULLY EQUIPPED KITCHEN.
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Dayaniklihk ve
rahathk getirdigi
surece...

* Aslong as it
brings durability
and comfort...

Roportaj Interview: Merve Akar Akgiin
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30. yilin1 geride birakan modern tasarimin onciisii Mozaik, yalin,

gbziimiizii ve ruhumuzu rahatsiz etmeyen, kalabalik ve kargasanin

olmadigi, gercek ve kaliteli detaylarin 6n plana ¢ikarmaya devam ediyor.

Yaman Erturan ile tasarim hakkinda konugtuk

Leaving its 30" year behind, Mozaik, the pioneer of modern design,

continues to emphasize real and quality details that are simple, do

not disturb our eyes and souls, without crowds and chaos. We had a

conversation with Yaman Erturan about design

Tasarim iiriinleriyle ilgilenmenizin temeli neye dayaniyor?

Mobilya, baba meslegi olarak 6niimde buldugum islerimizden biriydi. Ailemin sahibi oldugu
otelin tekrar elden gecirilmesi sirasindaki uygulamalari ve mekéna 6zgii mobilyalarin tireti-
mini de bizzat yapmamizin katkisiyla tasarima yakinlagmug oldum.

Magazamizda satilan iiriin kategorilerini nasil belirliyorsunuz? Yenilenen web sayfaniz-
da 100’den fazla yabanci tasarimcryla kargilagiyoruz. Ilgililere ve miisterilerinize nasil bir
deneyim sunmay1 6ngoriiyorsunuz?

1992’den bu yana Mozaik’i, tasarimin yagam tarziyla kesisimini sunan 6zgiin bir referans
noktasi olarak konumlandirmayi ilke edindik. Bu kesisimde Mozaik, biinyesinde Bauhaus,
Viyana, arkasindan Cranbrook Okulu, sonra italyan Modern tasariminin en 6nemli 6rnekleri
ve giiniimiize yansiyan, onciilerin izinde olan ¢agdas tasarimcilarin 6zgiin 6rneklerini genis
bir perspektifte bulunduruyor.

Yalin ve rasyonalist tasarim prensibini sunan bakis agis1 ve bunun izdiigiimleri Mozaik’in
uriin ¢izgisi kriterlerini olusturuyor: Mies van der Rohe veya Giuseppe Terragni’nin ¢izgisi-
ni takip eden, onlar gibi diigiinen, tasarima onlar gibi baktigini varsaydigimiz tasarimecilarin
tiriinlerini sunuyoruz. Burada dikkat ettigimiz bir diger 6nemli kriter ise kesinlikle 6zgiinliik.
Bugiin MoMA, Victoria and Albert Museum, Centre Pompidou, The Metropolitan Museum
of Art gibi kurumlarin koleksiyonunda bulunan ézgiinliigiinii ispatlayan ikonik tasarimlar
Mozaik’in iiriin yelpazesini olusturuyor. Belirtmis oldugum kriterlerin diginda kalanlar, Mo-
zaik’in de diginda kalmis oluyor.

What is the basis of your interest in design products?

Furniture was one of the jobs I found in front of me as my father’s profession. During the
renovation of the hotel owned by my family, I became close to design with our contribution of
the applications and the production of the furnitures specific to the place.

How do you determine the product categories sold in your store? We see more than 100
foreign designers on your renewed website. What kind of experience do you envision to
offer to your customers?

Since 1992, we have adopted the principle of positioning Mozaik as a unique reference
point that presents the intersection of design with lifestyle. In this intersection, Mozaik has a
wide perspective that includes the Bauhaus, Vienna, then the Cranbrook School, then the
most important examples of Italian Modern design, and the original examples of contempo-
rary designers who are reflected today, following in the footsteps of the pioneers.

The perspective that presents the principle of lean and rationalist design and its projections
constitute the criteria of Mozaik’s product line: We offer the products of designers who follow
the line of Mies van der Rohe or Giuseppe Terragni, who think like them, and who we assume
look at design the way they do.

Another important criterion we pay attention to here is authenticity. Today, iconic designs
that prove their originality in the collections of institutions such as MoMA, Victoria and Al-
bert Museum, Centre Pompidou, The Metropolitan Museum of Art constitute the product
range of Mozaik. Those that fall outside the criteria I have mentioned are also outside the
scope of Mozaik.

Siirdiiriilebilirlik, yesil tasarim ve gevresel sorumluluk iiriinlerinizin ve Mozaik’in nasil

bir yerinde konumlaniyor? Sizin kisisel hayatinizda bir yer isgal ediyor mu?

Birlikte calistigimiz firmalarin neredeyse hepsi, iiretimlerinde diinyamizi yeni nesillere daha
yasanulabilir bir yer olarak birakabilmek i¢in olmasi gereken tedbir ve 6ngorii hedeflerini tuttura-
bilmek i¢in ¢alisan firmalar, birgogu stirdiiriilebilirlik raporlarini her ay birlikte ¢aligtig1 partner-
leriyle diizenli paylastyor. Ornegin, ncii tasarimci Sergio Rodrigues’in ahgap tasarimlarini iireten
Lin Brasil ¢evre ve iklim kogullarini géz 6niinde bulundurarak ahsap malzemesini farklilagtirabi-
liyor. Ayni sekilde yillar i¢inde iiretim anlayigini siirdiiriilebilirlik bilinciyle yenileyen Vitra bugiin
ti¢ adet gevresel sorumluluk sertifikasina sahip. Biz de sirketimizde kullandigimiz ve israf ettigi-
miz her seyi kontrol altinda tutmaya galisiyoruz. Ornegin mobilyalarin taginmasinda kullanilan
ahsap kasalar tekrar kullanilmas1 miimkiin degilse dikkatle geri d6niigiim i¢in ayriliyor.

Tasarim diinyasinin bir bagka giindemini de “dijital tasarim ve kullanic1 deneyimi”. Dijital
platformlarda kullanici deneyiminin geligtirilmesi, web sitesi tasarimi, uygulama gelistirme
ve yapay zeka ile ilgili tartismalar devam ediyor. Siz Mozaik olarak nasil bir uygulama yapi-
yorsunuz?

Dijital tasarim ve kullanici deneyimi konusunda sirketimizi dogru hedeflere tagiyabilecek
geng insanlara danigarak ve bu konularda kargimiza ¢ikabilecek imkanlar1 geng gozlerin vasita-
styla degerlendirerek giinceli yakalamak ve zamanin ruhuna ayak uydurmak hedefimiz.

Minimalizm ve maksimalizm araciligryla temaya baglanirsak tasarimin sade ve basitligi
yahut karmagik ve agirilig1 “siradis1” olmasi hususunda etkili olabilir mi?

Minimalizm ve maksimalizm kavrami tamamen zevk meselesi. Maksimalist tasarimlardan
sirket felsefesi olarak uzak duruyoruz, Mozaik’te modern tasarimin 6nciisii olarak -ki gectigimiz
sene 30. yilimizi1 geride biraktik- yalin, goéziimiizii ve ruhumuzu rahatsiz etmeyen, kalabalik ve
kargasanin olmadig, gergek ve kaliteli detaylarin 6n plana ¢iktigy, teferruatsiz mekanlarin ig bir-
lik¢isi olmaya gayret ediyoruz.

Siradis1 yani genellikle tasarim agisindan dikkat gekici veya islevsellikleri bakimindan
benzersiz olan mobilyalar Vyacheslav Pakhomov’un The Scorpio Chair yahut Zaha Hadid’in
The Waterfall Table’1 gibi mobilyalar: hayal ediyoruz. Peki siz bu alanda bu iilkede bir fikir
lideri olarak neler diisiiniirdiiniiz?

Siradigilikla, kargasay1 kanigtirmamak lazim, Zaha Hadid’in tasarimu ile Vyacheslav Pakho-
mov’u karigtirmamamuz lazim, bir tarafta ¢ok bilesenli bir tasarim felsefesi ile yola ¢ikilmigken,
bir tarafta daha farkli bir mecra; sanat ve zanaat 6nceleniyor. fyi Tasarim ve Sanat arasindaki fark
6ne ¢ikiyor bu durumda ve tabii yine daha 6nce bahsettigim gibi zevk ve felsefe meselesi de aym
zamanda.

Sanat ve tasarim arasindaki sinirlar giderek daha belirsiz hale geliyor. Yapay zeka tarafin-
dan iiretilen eserler, sanatin gelecegi hakkinda tartigmalara yol aciyor. Ayn1 durum tasarim
alaninda da gegerli mi? Bugiiniin tasarimcilarini diigiiniirsek hayal etme-iiretme siirecleri de-
gisti diye diisiinityorum. Siz nasil degerlendiriyorsunuz?

Tasarimci ve sanatg1 arasinda matematiksel bir fark var. Analitik olarak tasarimin karsilamasi
gereken birgok veri olmasi gerekirken, sanat sonsuz segenek sunuyor. Yapay zekay1 da bunu igine
katarsak insan faktorii, yapay zekéy: duyguda, kavrayista ve gergek rahatlig: test edebilme yetisi
konusunda alt ediyor.

Giiniimiizde iiriin tasarimi, fonksiyonellikten ote estetik ve yenilik iizerine odaklaniyor.
Siz de bu diisiinceye katiliyor musunuz? Yeni malzemelerin ve teknolojilerin iiriin tasarimina
nasil entegre edilebilecegi konusunda neler s6ylemek istersiniz?

Ben buna katilmryorum, fonksiyonel olmayan ve az 6nce belirttigim analitik verileri kargila-
mayan tasarimlar alict bulmuyor, piyasaya ¢iksa da kisa siire sonra geri gekiliyor. Teknolojinin
olanak verdigi imkanlar ve yeni malzemeler konusu da tasarim tarihini belirleyen ve yon veren
basat faktorlerden, 6rnegin Verner Panton’un Panton Chair’i buna mitkemmel bir 6rnektir. Ver-
ner Panton, bir materyal olarak fiberglasi i¢ mekan tasarimindaki potansiyelinin géren ilk kisiler-
dendi, insan viicuduyla biitiinlesen ve ayaklar1 olmayan bu sandalye prototipinin hayata gecmesi,
yeni bir malzemenin tasarima nasil adapte edilebilecegi tizerine kafa yorulmasi sonucunda ortaya
¢ikt1. Giiniimiizde yeni malzeme ve teknolojiler, dayaniklilik ve rahatlik getirdigi siirece yeni ta-
sarimlarin pargasi olmaya hak kazaniyor.

MOZAIK’IN ISTANBUL, ORTAKOY’DE YER ALAN SHOWROOM’U

MOZAIK’S SHOWROOM IN ORTAKOY, ISTANBUL

How do sustainability, green design and environmental responsibility fit into your products
and Mozaik? Do they occupy a place in your personal life?

Almost all the companies we work with are companies that work to meet the precautionary
and foresighted targets in their production in order to leave our world a more livable place for
the next generations, and many of them regularly share their sustainability reports with their
partners every month. For example, Lin Brasil, which produces the wood designs of pioneering
designer Sergio Rodrigues, is able to differentiate its wood material by taking into account envi-
ronmental and climatic conditions. Similarly, Vitra, which has renewed its production ap-
proach with sustainability awareness over the years, today has three environmental responsibil-
ity certificates. We try to control everything we use and waste in our company. For example, if
the wooden crates used to transport furniture cannot be reused, they are carefully separated for
recycling.

Another agenda of the design world is “digital design and user experience”. Discussions on
improving user experience on digital platforms, website design, application development and
artificial intelligence continue. How do you as Mozaik practice?

By consulting with young people who can carry our company to the right goals in digital
design and user experience, and by analyzing the opportunities that we may encounter in these
areas with young eyes.

If we connect to the theme of this issue through minimalism and maximalism, can the sim-
plicity and simplicity or the complexity and excess of the design be effective in terms of being
“extraordinary”?

The concept of minimalism and maximalism is a matter of taste. We stay away from maxi-
malist designs as a company philosophy, and as the pioneer of modern design at Mozaik - we left
behind our 30th anniversary last year - we strive to be a collaborator of simple, uncomplicated
spaces that do not disturb our eyes and souls; where there is no crowd and chaos, where real and
quality details come to the fore.

We dream of unconventional furniture, usually furniture that is striking in design or unique
in its functionality, such as The Scorpio Chair by Vyacheslav Pakhomov or The Waterfall Table
by Zaha Hadid. What would you think as a thought leader in this field in this country?

We shouldn’t confuse the extraordinary with the chaotic, we shouldn’t confuse Zaha Hadid’s
design with Vyacheslav Pakhomov’s, on the one hand there is a multi-component design phi-
losophy, on the other hand, a different medium; art and craft are prioritized. The difference
between Good Design and Art comes to the fore in this case, and of course, as I mentioned be-
fore, it is also a matter of taste and philosophy.

The boundaries between art and design are becoming increasingly blurred. Artworks pro-
duced by artificial intelligence are sparking debates about the future of art. Does the same apply
to design? If we think about today’s designers, I think their imagination and production pro-
cesses have changed a lot. How do you see it?

There is a mathematical difference between a designer and an artist. Analytically, design has
a lot of data to meet, while art offers endless options. If we include artificial intelligence, the hu-
man factor beats artificial intelligence in terms of emotion, comprehension, and the ability to
test real comfort.

Today, product design focuses on aesthetics and innovation rather than functionality. Do
you agree with this and what would you like to say about how new materials and technologies
can be integrated into product design?

I don’tagree with this, designs that are not functional and don’t meet the analytical data I just
mentioned don’t find buyers, and even if they hit the market, they are withdrawn after a short
time. The possibilities of technology and new materials are also one of the main factors that
determine and shape the history of design, for example Verner Panton’s Panton Chair is a per-
fect example of this. Verner Panton was one of the first to see the potential of fiberglass as a
material for interior design. The realization of this chair prototype, which integrates with the
human body and has no legs, was the result of thinking about how a new material could be
adapted to design. Today, new materials and technologies deserve to be part of new designs as
long as they bring durability and comfort.
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ltalyan dokunusu:
Guglielmo Poletti'nin
tasanmda mimari zarafete
ustalasma yolculugu

The ltalian touch:
Guglielmo Poletti's journey
into mastering architectural
elegance in design

LLATIA VIVS O.LOHd AVYDO0.L0A TLLATOd OWNTIITOND

Guglielmo Poletti’nin tasarimci olarak kariyeri,

sektordeki kilit isimlerle yaptigi is birlikleri ve deneyimleriyle

sekillendi. Rossana Orlandi ile ¢alistig1 ilk giinlerden Flos ile

yaptig1 son ig birligine kadar, Poletti’nin ¢aligmalari tutarli tavrini

ve uzun vadeli ortaklik arayigini yansitiyor. Poletti’nin tasarima

yaklasimyi, sezgi ve rasyonaliteyi dengeleyen bir yapiya odaklanma

ile karakterize ediliyor. Calismalarini kavramsallagtirmak yerine,

her tasariminin arkasinda bir dizi varolugsal neden bulma arzusuyla,

kokleri mimari ilkelere dayanan titiz ve kendini agiklayan tasarimlar

yaratiyor. $imdi gelin Guglielmo Poletti’nin tasarim diinyasinda

kendini ifade etme, yaraticilik ve kararliligin giiciine

dayanan yolculuguna birlikte g6z atalim

Guglielmo Poletti’s career as a designer has been shaped

by his collaborations and experiences with key figures in the

industry. From his early days working with Rossana Orlandi

to his latest collaboration with Flos, Poletti’s work reflects his

consistent attitude and pursuit of long-term partnerships.

The designer’s approach to design is characterized by a focus

on construction, balancing intuition and rationality. Rather than

conceptualizing his work, he creates rigorous and self-explanatory

designs that are rooted in architectural principles, with a desire

to find a set of dignified reasons behind each of his designs. Let’s

dive into Guglielmo Poletti’s journey about the power of self-

expression, creativity and determination in the design world

Bir tasarimci olarak kendini nasil tanimliyorsun? Bir freelancer
olarak m1? Kariyer olgusuna ve tasarima yaklasimin yillar igeri-
sinde nasil degisti/geligti?

Bagimsiz bir tasarimci olmanin, dogasi geregi, serbest ¢alisma
duygusunu tagidigini diisiiniiyorum. Ancak Italya’da, tasarim kariye-
rinizde neyi bagarmak istediginize bagl olarak degisen farkli yakla-
simlar var. Bunlardan biri, tasarimci-girisimci olmak ve bir sirket
yapist iginde gok sayida kisiye rehberlik etmek. Italya'da bu tiir genis
tasarim stildyolarini bagariyla yoneten bir¢ok yiiksek profilli mimar
veya tasarimc1 6rnegi var. Ben de on yildan uzun bir siire 6nce birkag
ay boyunca bu yapilardan birinde ¢alistim ve deneyimi ¢ok faydali
bulmama ragmen, bu modelin bana gére olmadigini anladim. Benim
kisisel tercihim tasarima daha bireysel ve insan merkezli bir yakla-
simdan yana; ¢iinkii fizerinde ¢alistigim her projeyle her zaman ile-
tisim halinde olmay: 6nemsiyorum. Tasarim yolculugumun baglan-
gicindan bu yana, hep isimle samimi bir bag kurmay1 hedefledim. Bu
hedef bende, tasarimin tanimini tam olarak kavramadan 6nce bile
tetiklenmigti. 2012 yilinda, Fransa’'da Domaine de Boisbuchet’deki
ilk atolye ¢alismam sirasinda, meslege siradisi yaklasimi bende derin
bir iz birakan ve daha bagimsiz bir tutum benimsememe yol agan
Israilli tasarimci Ron Gilad ile tanigtim.

Ancak yolculugum, 2014-2016 yillar1 arasinda Design Academy
Eindhoven'da (DAE) iki yil siiren Contextual Design yiiksek lisans

How do you define yourself as a designer? Do you consider your-
self a freelancer, or do you have a different approach to your ca-
reer? Can you also briefly explain how your approach to design
has evolved?

I think being an independent designer inherently carries a sense
of freelancing. But at the same time, especially in Italy, there are dif-
ferent approaches based on what you wish to achieve through your
design career. One path involves becoming a designer-entrepreneur
and guiding numerous individuals within a company structure. We
have many examples of high-profile architects or designers in Italy
who successfully manage such expansive design studios. I also
worked in one of those for a few months more than ten years ago,
and although I found it very useful, it helped me to immediately un-
derstand this model was not my cup of tea. My personal preference
leans toward a more individualistic and human-centric approach to
design, as it is essential for me to always stay in touch with every
project I work on. Since the very inception of my design journey, I've
aimed to maintain an intimate connection with my work. This aspi-
ration was triggered even before I fully grasped any definition of de-
sign. In 2012, during my first-ever workshop in Domaine de Boisbu-
chet, France, I met Israeli designer Ron Gilad, whose out of the
ordinary approach left a deep mark on me and led me to embrace a
more independent attitude toward the profession.
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programim sirasinda fiilen bagladi ve bu deneyim pratigimi derin-
den etkiledi. Gergi o zamanlar bu sektdriin benim i¢in dogru yer ol-
dugunu heniiz fark etmemistim. DAE'den mezun olduktan sonra
agirlikli olarak Galleria Rossana Orlandi’nin diizenledigi sinirli sayi-
daki edisyon tiretimlerine odaklandim. Rossana kariyerimin ilk aga-
masinda ¢ok 6nemli bir rol oynadi ve ¢ok fazla ticari gereklilik veya
hedefle ilgilenmeden bana yaratici bir 6zgiirlitk sagladi. Olaganiistii
icgtidiisii sayesinde, yillar boyunca bircok 6grencisini kayda deger
bir basariya ulagtirmayi basardi —ona bu konuda minnettarim.

Su anda ¢aligmalarimin merkezinde yer alan sektére gecisim ka-
demeli olarak gerceklesti. Bu serbest deneme donemi, temel kriterle-
rimi olugturmamu sagladi ve endiistriyel tasarima artan ilgimin te-
melini olugturdu. Bu farkli deneyimleri dolambagli yollar olarak
gormek yerine, tasarim pratigimin olgunlagmasinda ayrilmaz asa-
malar olarak goriiyorum. Bugiinlerde agirlikli olarak endiistri iginde
calisan, ilkelerimle uyumlu, kendi hizimda ilerlemekte kendimi ra-
hat hissettigim, her zaman kendime sadik kalarak se¢ilmis bir grup
miisteriyle saglam ve kalici is birlikleri arayan bir tasarimcryim.

DAE'nin pratigine olan etkisinden bahseder misin? Akademi-
de aldigin egitim tasarim anlayisini ve pratigine yaklasimini nasil
sekillendirdi?

DAE'de gecirdigim siirede, akademi 6grencileri siirekli olarak
konfor alanlarinin digina iterek gergek yeteneklerini ve ilgi alanla-
rin1 ortaya ¢ikarmalari i¢in onlar gii¢lii bir sekilde tesvik etti. Ol-
dukea kat1 ama kavramsal bir kurumdu ve bu y6ni, ilging bir sekil-
de, calismalarimda herhangi bir anlatidan kag¢inmaya yonelik
kisisel egilimimle uyusmuyordu. Bunun yerine, hayranliim zaten
saf konstriiksiiyon alanina yoénelmisti. O zamanlar ilgim endiistri-
yel tasarimdan ziyade heykel ve mimari alanlarina yogunlagmus,
mobilyanin insani 6l¢eginden farkli mimari tipolojilerin daha bii-
yiik 6lgegine kadar uzanmigti. Bununla birlikte, yaklagimim her
zaman rasyonel olanin i¢inde beklenmedik olani aramaya yonelik
kararli bir bagliliga dayanmaya devam etti. Caligmalarimla yiizle-
sirken, yalnizca keyfi estetik tercihler pesinde kosmak yerine, tu-
tarl1 bir mantik yoluyla varolus nedenini belirlemem gerekiyor.
Ancak beklenmeyeni bulmak i¢in ¢ok sayida deney yapmak ve sez-
gisellik gerekiyor —rasyonel digiinme, bir seyi ancak yaptiktan
sonra analiz etmenize ve gercevelemenize yardimci oluyor. Her za-
man iyi tasarimlarin igerdigi anlam katmanlarini aradim fakat ora-
ya ulagmak icin kademeli ve soyut bir yoldan gitmek gerekiyor, i¢-
giidiisel bir durum var. Caligmalarim genellikle beynimden ziyade
ellerimin y6nlendirdigi yapisal jestler etrafinda gelisiyor. DAE’de
6grendigim en degerli ders bu olabilir; bu sayede kriterlerimi belir-
leyerek pratigimin 6ziine inebildim.

Equilibrium isimli mobilya serisinin senin i¢in 6neminden
bahsedebilir misin? Bu koleksiyona hangi kriterleri dahil ettin?
Estetik ve islevselligi nasil dengeledin?

Equilibrium serisi, ¢aligmalarimin temelini olugturan kriterleri
tanimlamama yardimci olmasi ve benim i¢in bugiin hala degerli
olan bazi nitelikleri bagarili bir sekilde biitiinlestirmesi agisindan
6nemliydi. Kesin bir yapisal prensibi farkli mobilya tipolojilerine
uygulayarak, kauguk, metal, akrilik veya hus kontrplak gibi ¢cok ¢e-
sitli malzemelerin yapisal niteliklerini arastirmak i¢in sonuglari
cesitlendirdim. Ancak daha sonra bu koleksiyonun sonraki en-
diistriyel tasarim projelerim i¢in de bir mihenk tas1 gérevi gordii-
guni fark ettim.

Equilibrium serisinin bir diger 6nemli yan1 da her bir par¢anin bi-
¢imsel niteliklerinin, yapim ve kompozisyonuna yol agan yapisal kri-
terlerden derinden etkilenmis olmasiydi. Benim i¢in bu girigim, ¢a-
lismalarimin estetiginin her zaman bagka bir seyin sonucu oldugu
gergegini vurgulamada etkili oldu -nesnelerim kimliklerini asla 6n-
ceden degil, siire¢ icerisinde buluyor.

2021 yilinda bir Modiiler Ofis Unitesi tasarladin. Mekan1 nasil
kullanacagina dair bir arayis miydi yoksa tamamen ihtiyaclarin-

However, my journey effectively started during my two-year Con-
textual Design masters programme at the Design Academy Eind-
hoven (DAE), from 2014 to 2016, an experience which profoundly
influenced my actual practice. However, at that time, I hadn’t yet
realized that the industry was my true calling. Following my gradua-
tion from DAE, I mainly focused on limited editions edited by Gal-
leria Rossana Orlandi. Rossana played a pivotal role in the initial
phase of my career, granting me creative freedom without being
overly concerned with too many commercial requirements or tar-
gets. Thanks to an outstanding instinct, over the years she managed
to lead many of her proteges to remarkable success —I am very grate-
ful to her.

My transition into the industry, which now occupies the core of
my work, occurred gradually. This period of free experimentation al-
lowed me to establish my essential criteria, setting the basis for my
growing interest in industrial design. Rather than viewing these di-
verse experiences as detours, I see them as integral phases in the
maturation of my design practice. Nowadays I am a designer who
predominantly works within the industry, seeking solid and endur-
ing collaborations with a selected group of clients who are aligned
with my principles, with whom I feel comfortable moving at my own
pace, always staying true to myself.

Can you elaborate on the influence of DAE? How did it shape your
understanding of design and your approach to design practice?

During my time at the DAE, the institution strongly encouraged
students to unearth their genuine talents and interests by constantly
pushing them out of any comfort zone. It was a notably strict but
conceptual institution, an aspect that, intriguingly, did not align
with my personal inclination to avoid any narrative within my work.
Instead, my fascination already gravitated toward the dry realm of
pure construction. At the time, rather than industrial design, my in-
terest branched into the sphere of sculpture and architecture, span-
ning from the more human scale of furniture to the bigger scale of
disparate architectural typologies. However, my approach remained
rooted in a resolute commitment to searching for the unexpected,
always within rationale. When facing my work I need to identify a
dignified reason for its existence through consistent logic, rather
than merely pursuing arbitrary aesthetic choices. But to find the un-
expected, a good deal of experimentation and intuition is always
necessary —rational thinking can help you to analyze and frame
something only after you have done it. I have been always looking for
the layers of meaning incorporated in good designs, but the way to
get there is always gradual and abstract, it should start from your gut
feeling. My work is often developed around structural gestures guid-
ed by my hands, rather than by my brain. This might be the most
precious lesson I have learned at the DAE, which allowed me to get to
the core of my practice by pinpointing my criteria.

Could you explain the significance of the furniture series Equi-
librium? What criteria did you incorporate into this collection?
How do you balance aesthetics and functionality in your work?

The Equilibrium series was significant as it helped me to define the
criteria which somehow still constitute the foundation of my work,
successfully integrating some qualities that for me are still valuable
today. By applying a precise structural principle to diverse furniture
typologies, I diversified the outcomes to investigate the structural
qualities of a wide range of materials as distinct as rubber, metal,
acrylic or birch plywood. Only later on I realized that this collection
also served as a touchstone for my following industrial design projects.

Another important aspect of the Equilibrium series was that the for-
mal qualities of each piece were profoundly influenced by the struc-
tural criteria that led to its construction and composition. For me, this
undertaking was instrumental in highlighting the fact that the aesthet-
ics of my work are always the consequence of something else — my ob-
jects find their identity through the process, never beforehand.

Beklenmeyeni bulmak i¢in ¢ok sayida deney yapmak ve

sezgisellik gerekiyor —rasyonel diigiinme, bir seyi ancak yaptiktan

sonra analiz etmenize ve ¢er¢evelemenize yardimci oluyor.

GUGLIELMO POLETTI, MODUL AR OFFICE UNIT, 2021. FOTOGRAF PHOTO GIULIA PIERMARTIRI
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dan m1 dogdu? Calismalarinda mimari ve mobilya tasarimi ara-
sindaki iliskiyi nasil tanimliyorsun? Mimari prensipleri tasarim-
larina nasil dahil ediyorsun?

Stiidyonun yapisi, mimarliga ilk adimimi temsil eden 6nemli bir
basarili bir girisim. Bu 6nemli birim tamamen kendi kendini inga
ediyor ve kendi kendini destekliyordu, bu da ilgi ¢ekici ingaat zor-
luklar ortaya ¢ikardi. Bu benim i¢in 6nemli bir adimda, ¢linkii kii-
citk 6lgekli mimari ile ilgili deneyimlerime isaret ediyordu. Proje
organik olarak gelisti, kendi ihtiyaglarim ve islevsel gereksinimle-
rimden ortaya ¢ikti. Daha 6nce bir mimar arkadagimin yardimiyla
yeniledigim, icinde insa edildigi alanla da uyumlu olmasi gereken bu
projeyi, tasarim objelerimi yaparken benimsedigimden daha titiz bir
yaklasimla ele aldim; her seyin belirlenen alanlara sorunsuz bir ge-
kilde sigmasin1 ve oranlarina tam olarak yanit vermesini saglamak
i¢in ¢aba sarfettim. Mimariye ve onun getirdigi kat1 sinirlamalara
biiyiik ilgi duyuyorum, ancak bu sadece projeyi tek bagima y6netebi-
lecegim noktaya kadar gecerli.

Mimaride 6zellikle giizel buldugum sey, yarattiginiz bir alan igin-
de yasama fikri. Eger iyi bir is ¢1ikarirsaniz, bu bagari son derece 6diil-
lendirici olabilir. Ofis birimimi iki buguk yildir aktif olarak kullani-
yorum ve sonugtan olduk¢a memnun oldugumu séyleyebilirim.

Muhtemelen mimaride beni biiyiileyen sey, endiistriyel tasarim il-
kelerine ve standartlagma mantigina olan benzerligi —giizellik bence
sadece oranlarin zarafetinden degil, ayn1 zamanda yapisal uyum ve
zekddan da kaynaklaniyor.

Flos basta olmak iizere, miisterilerinle yaptigin is birligi siireg-
lerinden bahsedebilir misin? Bu dinamik nasil isliyor? Tasarim
sektoriindeki firsatlar ve zorluklarla nasil basa ¢ikiyorsun?

Dogru zamanda dogru yerde olmak ¢ok 6nemli. $ansin ortaya
¢ikmas: i¢in uygun kosullari yaratmak i¢in en basindan itibaren
aklinizda kesin hedeflerle ¢ok ¢alismaniz gerekiyor. Eger bunu ba-
sarirsaniz, biraz sansin da her zaman sizinle olacagina inaniyorum.
Ornegin, DAE'deki mezuniyet sergisi i¢in kendimi tamamen ada-
mistim ve elimden gelenin en iyisini yaptim. Bunu yapmam 6zel-
likle kimse tarafindan tavsiye edilmedi ama icgiidiisel olarak bu
etkinligin degerlendirilmesi gereken biiyiik bir firsat oldugunu his-
settim. Zihnimde yakalamam gereken biiyiik bir tren vardi, bu tre-
ni kagirmak gibi bir se¢enegim yoktu. Sanirim bu odaklanma ve
motivasyon beni gelistirdi ve durumla profesyonelce yiizlesmeme
yardimci oldu.

Neyse ki, mezuniyet sergisinden bazi1 harika firsatlar ¢ikt1 ve o an-
dan itibaren tutarli bir ¢aligma biitiinii iiretmek i¢in biiyiik bir karar-
lilikla zorlamaya devam ettim, esas olarak ¢ok fazla ticari degerlen-
dirme yapmak yerine 6zgiin kalmaya odaklandim.

Stirekli bir i¢ gdzlem ve 6z degerlendirme yolculugu icerisinde-
yim, fikirlerimi ve dolayisiyla caligmalarimi sorgulama ve rafine et-
meye 6zen gosteriyorum. Bu, kendi yaratici 6ziiniizle derin bir bag-
lant1 kurmak, onu besleyerek biiyiimenize yardime olabilecek bazi
kilit figtirler bulmakla ilgili. Rossana Orlandi kariyerimin 6nciisii
oldu, Londra'daki SEEDS Gallery'den Natalie Assi de ¢aligmalarimin
tanitiminda rol oynadi. Bu tiir figiirler de yolunuzu 6zenle ama ses-
sizce takip etmenize yardimci olabilir ve ¢aligmalarinizin sunuldu-
gunda ¢ok sey ifade etmesini saglayabilir.

Brieflere yanit verme konusunda kendini ¢ok rahat hisseden bir
tasarimci degilim -miisterilerimle siirekli bir diyalog i¢cindeyim, an-
cak baglangi¢ noktasi genellikle onlardan bagimsiz. Sonug olarak,
endistri i¢in olanlar da dahil olmak iizere projelerimin biiyiik bir
kismu kendi inisiyatifimle gerceklesiyor. Ornegin Desalto ile is birli-
gim, onlarin endiistri normlarina meydan okuma arzularindan kay-
naklaniyordu. Sinirli sayida tiretilmis olmasina ragmen endiistriyel
kriterlerle yakindan uyumlu olan bagimsiz ¢aligmalarimdaki potan-
siyeli fark ettiler.

Benim deneyimime gére, bu devam eden bir yolculuk, her bagarili
¢abanin bir digerine yol agtig1 bir olaylar zinciri. Dolayisiyla ilk en-

GUGLIELMO POLETTI, EQUILIBRIUM CONSOLE, 2017. FOTOGRAF PHOTO GIULIA PIERMARTIRI

In 2021, you designed a Modular Office Unit. Was it a search for
how to use the space or your language, or was it purely from your
needs? How do you describe the relationship between architec-
ture and furniture design in your work? How do you incorporate
architectural principles into your designs?

The studio structure stands as a pivotal achievement, representing
my initial foray into architecture. This substantial unit is entirely
self-structural and self-supported, which poses intriguing construc-
tion challenges. It was a significant step for me, as it marked my ex-
perimentation with small-scale architecture. The project evolved or-
ganically, emerging from my own needs and functional requirements.
It also had to harmonize with the pre-existing space it was construct-
ed within, which I previously renovated with the help of an architect
friend of mine. I faced this project with an even more rigorous ap-
proach than the one I adopted when making my objects, to ensure
that everything would seamlessly fit within the designated spaces to
respond exactly to their proportions. I am very much interested in
architecture and the strict limitations it often implies, but only up to
the point where I can lead the project by myself.

What I find particularly beautiful in architecture is the idea of ul-
timately living within a space you have created. If you do a good job,
this achievement can be extremely rewarding. I've been actively us-
ing my office unit for two and a half years now, and I can finally say I
am quite satisfied with it.

Probably, what captivates me about architecture is its resemblance
to the principles of industrial design and the logic of standardization
—beauty emerging not only from the elegance of proportions but
from structural harmony and cleverness.

Can you talk about the process of collaborating with Flos and
your clients? How does the dynamic work? How do you navigate
opportunities and challenges in the design industry?

Being in the right place at the right moment is crucial. You need to
work hard with precise objectives in mind from the very beginning,
to create the proper circumstances for chances to arise. And then, if
you manage to do so, I believe a bit of luck always comes as well. So,
for example, during the graduation show at the DAE, I dedicated
myself wholeheartedly, giving it my absolute best. I wasn’t advised to
do so by anyone specifically, I instinctively sensed that this event was
a grand opportunity to seize. It was a big train to catch in my mind,
missing it was not an option. I think this focus and motivation made
me grow, helping me to face the situation professionally.

Thankfully, some great opportunities came out of the graduation
show, and from that moment I kept pushing with a lot of commit-
ment to produce a coherent body of work, thinking of staying au-
thentic rather than making too many commercial considerations.

My path was a journey of constant introspection and self-evalua-
tion, a dynamic interplay of questioning and refining my ideas and
therefore my work. It’s about maintaining a deep connection with
your own creative essence and finding some key figures that can help
you grow by nourishing it. Rossana Orlandi was the trailblazer in my
career, along with Natalie Assi from SEEDS Gallery in London, who
also played a role in promoting my work. Such figures can also help
in pursuing your path diligently but quietly, ensuring that your work
speaks volumes when presented.

I am not a designer who feels very comfortable responding to
briefs — I engage in a continuous dialogue with my clients, but the
starting point is often independent of them. Consequently, a good
deal of my projects are self-initiated, including the ones for the in-
dustry. My collaboration with Desalto, for instance, was driven by
their desire to challenge industry norms. They recognized the poten-
tial in my independent work, which despite being in the realm of
limited editions, closely aligned with industrial criteria.

In my experience, it’s an ongoing journey, a chain of events where
each successful endeavour leads to another. So the positive responses I
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diistriyel mobilyam i¢in aldigim olumlu tepkiler Flos'taki sanat y5-
netmenlerinin dikkatini ¢ekti. Yeni tasarimcilar aradiklarinda, sim-
diye kadar aydinlatma konusunda hi¢ deneyimim olmamasina
ragmen, diger birkac yetenekli kisiyle birlikte benimle is birligi yap-
mak i¢in bir davet génderdiler.

Nisan 2020'de, bir ay siiren sokaga ¢ikma kisitlamasinin ortasin-
da, konu baglig1 hal4 aklimda olan bir e-posta aldigimi ¢ok iyi hatir-
Iriyorum: “Flos ile ig birligi.” Pandemi baglamindan kaynaklanan ger-
cekiistiisessizlikle daha dagii¢clenen bu duyguyu aslaunutmayacagim.

Yine de bu tiir firsatlar1 giivence altina almak sadece bir baslangc.
Asil zorluk, ¢ok sayida ilgili teklif iizerinde yorulmadan ¢aligsmak ve
en iyi isinizi sunmaktir. Bu ¢aba, aydinlatmanin karmagiklig ile cali-
sirken, 6zellikle de Flos'un olaganiistii katalogunun kalite standart-
larini1 kargilamaniz gerekiyorsa hayati 6nem tasiyor.

Yaklagsan projelerin veya sergilerin var mi1? Tasarimin hangi
yeni alanlarini kesfetmekle ilgileniyorsun?

GUGLIELMO POLETTI, TOE-TIE, 2022. SALONE DEL MOBILE 2022 SERGI GORUNTUSU, FABBRICA OROBIA, MILANO. FOTOGRAF GIANLUCA BELLOMO
GUGLIELMO POLETTI, TOE-TIE, 2022. SALONE DEL MOBILE 2022 EXHIBITION VIEW FROM FABBRICA OROBIA, MILAN. PHOTO GIANLUCA BELLOMO

received for my first industrial furniture caught the attention of the
artistic directors at Flos. When they sought out new designers, they
extended an invitation to collaborate with me alongside several other
talented individuals, although I had no experience in lighting so far.

I vividly remember when in April 2020, amid a month-long lock-
down, I received an email with a subject line that still resonates with
me: “Collaboration with Flos.” A feeling I will never forget, which
was amplified by the surreal silence due to the pandemic context.

Yet, securing such opportunities is just the beginning. The real
challenge lies in coming up with numerous relevant proposals, work-
ing tirelessly, and delivering your very best work. This effort is vital
when working with the complexity of lighting, especially if you have
to meet the quality standards of Flos’ outstanding catalogue.

Are there any upcoming projects or exhibitions that you would
like to share with us? What new areas of design are you interested
in exploring?

Neler yenilendi? Sadece olmasi gereken.

Farki yagsamak icin Gaggenau.

Tezgah aspiratoriinii, gerekli tim 6zelliklerini koruyarak yeniledik.
Hava akisini iyilestirdigimiz sistemde buhar ve yemek kokulari,
olustuklari anda gideriliyor. Bdylece mutfak tutkunlari mutfaginda
onini 6zglirce godrebiliyor.

ik olarak 1976 yilinda tanittigimiz dogrudan asagiya emilim
saglayan akilli havalandirma ¢éziimiinii, daha akill hale getirmeye
devam ediyoruz.

Daha fazla bilgi icin gaggenau.com adresini ziyaret edebilirsiniz.

GAGGENAU
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GUGLIELMO POLETTI, MODULAR OFFICE UNIT, 2021. FOTOGRAF PHOTO GIULIA PIERMARTIRI

Muhtemelen mimaride beni biiyiileyen sey, endiistriyel tasarim ilkelerine

ve standartlagma mantigina olan benzerligi —glizellik bence sadece oranlarin

zarafetinden degil, ayn1 zamanda yapisal uyum ve zekadan da kaynaklaniyor.

Probably, what captivates me about architecture is its resemblance to the principles

of industrial design and the logic of standardization —beauty emerging not only

from the elegance of proportions but from structural harmony and cleverness.

Son donemde aydinlatma ile ugragmak cok ilgimi ¢ekiyor ve bu
alani kesfetmeye devam etmek istiyorum. Yeni isler gelistirme stire-
cindeyim, ancak bu ¢ok zorlu bir siireq. Ornek vermek gerekirse,
karmagik teknik zorluklardan yoksun, basit bir proje gibi goriinen
To-Tie lambami ele alalim. Orijinal karmagikliklarini ¢6zen birgok
ayrintiy1 rafine etmek igin sasirtici bir buguk yil tereddiitsiiz adan-
muslik gerektirdi ve bu alanda bir projenin ortalama siiresinin kolay-
ca li¢ yila kadar uzayabilecegi fikrini giiglendirdi.

Aydinlatmaya paralel olarak, kendi inisiyatifimle ve 6zel olarak
mimari i¢ mekan projeleri gelistiriyorum. Bu, kendi stiidyo birimimi
tasarlarken gereken hassasiyete benzer sekilde, detaylara titizlikle
dikkat ederek mekanlar olusturmay1 gerektiriyor. Mimarlarla ve di-
ger bircok profesyonel figiirle is birligine dayali ve ¢ok motive edici
buldugum bir y6nii olan bu tarz projeler, ayni1 zamanda 6nemli mik-
tarda enerji emiyor.

Ileriye baktigimda, nihayet mobilya tasarimina geri déniiyorum.
Gelecek yil, yenilik¢i deneyler yaparak geleneksel mobilya tipolojileri-
nin sinirlarini zorladigimiz harika bir sirket ile yeni bir endiistriyel or-
takliktan dogan heyecan verici gelismeleri paylagabilmeyi umuyorum.

Sonug olarak, mimarinin ince ayrintilariyla yakindan ilgileniyor,
mobilyalardan lambalara, kulplardan musluklara kadar her bir mik-
ro unsurun genel kompozisyonun uyumuna nasil katkida bulundu-
gunu takdir ediyorum. Bu felsefe, sonunda bir araya gelerek biitiin
bir mimariyi olusturan bilesenler haline gelebilecek 6zerk parcalar
olan anlamsal bir fil rouge (kirmizi iplik) ile baglantili bir ¢alisma
biitiinii yaratma girisiminde tasarim yoluma rehberlik ediyor. Benim
gelecekteki en biiyiitk hayalim, tiim bu unsurlari bir araya getiren ve
tasarim yoluyla mekanda yasamaya dair kisisel bir vizyonu dokuyan
bir ev inga etmek.

Recently I have been very interested in dealing with lighting and I
would like to continue exploring that field. I am in the process of de-
veloping new works, but it is very demanding. To illustrate, consider
my To-Tje lamp, which might seem a straightforward project, devoid
of intricate technical challenges. Yet, it required an astounding year
and a half of unwavering dedication to refining many details that
solved its original complexities, reinforcing the notion that, in this
field, the average duration of a project can easily extend to three years.

So parallel to lighting I am also developing self-initiated and pri-
vately commissioned architectural interiors. It entails crafting spac-
es with meticulous attention to detail, akin to the precision required
in designing my own studio unit. It’s a direction that absorbs a con-
siderable amount of energy, implying a collaborative effort with ar-
chitects and many other professional figures, an aspect I find very
motivating.

Looking ahead, I am finally going back to furniture design. I am
optimistic about sharing exciting developments next year, stemming
from a new industrial partnership, a great company with whom we
have been pushing the boundaries of traditional furniture typologies
by engaging in truly innovative experimentation.

But all in all, I am keenly interested in architecture’s fine details,
appreciating how each microelement —from furniture to lamps, from
handles to faucets— contributes to the harmony of the overall com-
position. It’s a philosophy that guides my design path, in the attempt
to create a body of work linked by a semantic fil rouge — autonomous
pieces that could eventually come together, becoming the very com-
ponents that comprise an entire architecture. My ultimate dream is
to build a home that incorporates all these elements, weaving togeth-
er a personal vision of inhabiting the space through design.
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Zamana dair bildiklerimizi
Isik araciligilyla kenara koymak: Ekran metaforu
(Un)leaming time by light The metaphor of the screen

Yazi1 Text: Valentine Maurice

VALENTINE MAURICE, PARADOXICAL SCREEN, 2021. FOTOGRAF PHOTO PIERRE CASTIGNOLA

Valentine Maurice uykusuzluk problemleri, 151k diizensizligi ve teknoloji bagimlilig:

lizerine c¢alisan bir sosyal tasarimci. Perdeler, saatler, ekranlar gibi giinliik rutinimizde

yer alan nesnelerin merceginden biyolojik saatimizle bir iligki yaratmayi ve giinlitk

yasamimizda biyolojik sistemimizle uyumlu bir zaman algis1 uyandirmay1 amacliyor.

Maurice, zihni sakinlestirerek bedenin iyi bir gece uykusuna gecebilmek i¢in icin

biofeedback, noroestetik ve biligsel tanima ile birlikte ekran psikolojisini kullandig:

The Light Clock ve Paradoxical Screen projeleri araciligiyla son donemdeki ¢aligmalar:

lizerine yazdi

Valentine Maurice is a social designer working on insomnia problems, light

deregulation and technology dependence. She aims to create a relationship with our

biological clock through the lens of the objects of our daily routine such as curtains,

clocks, screens, to induce a perception of time in harmony with our biological system in

our everyday life. Maurice wrote about her recent focus through her projects The Light

Clock and Paradoxical Screen, where she uses psychology of the screen in combination

with biofeedback, neuroaesthetics and cognitive recognition to calm the mind into

surrendering to the body’s need for a good night’s sleep

1950’lerde Fransiz filozof Gaston Bachelard, dinlenmenin temel oldugunu 6ne
stirdii. Bu fikir kigkirtici olarak goriildii: kir odakli bir diinyada dinlenmek pek de
gerekli bulunmaz. Bachelard ise tam tersine, hayal kurmanin fiziksel ve sosyal yap1
i¢in temel oldugunu 6ne siirer. Uykusuzluk burada teknolojiye bagimlilik olarak
analiz edilir ve ¢aligma zamani ile dinlenme zamani arasindaki belirsiz bir ayrim
olarak goruliir.

Aragtirmam, insan1 dogal unsurlara (151k, gékyiizii...) yeniden baglamak ve za-
manin aktig1 yasam alani i¢inde bir dengeyi yeniden kurmanin yani sira, zamana
sayg1 duyulacak ve biyolojik sistemimize uygun bir yagam alani icinde bir dengeyi
yeniden kurmaya odaklaniyor.

Aragtirmami unlearning (bildiklerini kenara koymak) kavramu tizerine kurgula-
dim: Djjital zamani1 unutmak ve dijital yasamin zamani ile diinyanin zamanini dik-
kate almak. Buradaki fikir, insan1 dogal olgularla yeniden iliskilendirmek. Bu “ye-
niden senkronizasyonu” saglamak icin tasarladigim nesne insani gékyiiziiniin
15181na yeniden bagliyor. Bu biraz da Bachelard’in bahsettigi pozitif hayal giiciiniin
bir eylemi olan bulutlar1 gézlemlerken hayal kurmaya benziyor. Hayal kurma eyle-
mi, saglikli ve sosyal bir yapinin ingasi i¢in elzem. Aragtirmam yeni teknolojileri,
deneysel psikolojiyi, kronobiyolojiyi ve meteorolojiyi kesfetmemi sagladi.

Arastirmam 6nerdigi yeni “zaman nesnesi’nin giinliik rutinimiz, 6z yénetimimiz
ve hatta uykumuzla olan iligkimizi nasil kékten degistirdigini analiz ediyor.

Uykusuzluga Z kusaginin merceginden bakiyorum. Sirkadiyen ritmimizi etkile-
yen ve boylece biyolojik sistemimizi diizensizlestiren mavi dalga boyu nedeniyle
niifusun %20’sinden fazlasi bir saat uyku kaybediyor. Kronobiyoloji teorilerine ve
deneysel psikolojiye dayanan nesneler, zamani insan viicudunun bir siireci olarak

In the 1950s, the French philosopher Gaston Bachelard suggested that rest is fun-
damental. This idea was seen as provocative: in a world dominated by the idea of
profitability, resting doesn’t seem necessary. Bachelard on the contrary suggests that
daydreaming is fundamental for physical and social construction.Insomnia is here
analyzed as a dependency on technology and it is seen as an unclear separation be-
tween working time and resting time.

This project consists of reconnecting man to the natural elements (light, sky...)
and restoring a balance within the living space where time flows, as well as restoring
a balance within the living space where time will be respected and in adequacy with
our biological system.

I based the project on the notion of unlearning, that is to say: Unlearning digital
time and taking into account the time of digital life and the time of the earth. The
idea is to reconnect man with his natural phenomena. To achieve this “resynchroni-
zation,” the object I conceived reconnects man to the light of the sky. It is a bit like
dreaming while observing the clouds, an act of positive imagination mentioned by
Bachelard. The act of daydreaming is essential to the construction of a healthy and
social edifice. In this case, my research has allowed me to explore new technologies,
experimental psychology, chronobiology and meteorology.

The project focuses on new “time objects” and analyzes how they radically change
our relationship with our daily routine, self-management and indeed sleep.

I analyze Insomnia from the lens of the Z-generation. More than 20 percent of
the population loses one hour of sleep because of the blue wavelength that affects
our circadian rhythm and thus deregulates our biological system. Based on chrono-
biologies theories and experimental psychology, the objects aim to consider time as
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ele almay: ve 15181 bir saglik sorunu olarak degerlendirmeyi amagliyor: Insanlari
giin batimi ve giin dogumu gibi dogal 151k unsurlariyla yeniden bulusturmak ve
teknolojiyle farkli bir sekilde yasama odag: giidiiyor.

Aragtirmamuin ilk baglarinda, bulutlara ve doga olaylarina bakma eyleminin si-
irsel ve felsefi boyutunu sorguluyordum. Ozellikle Bachelard’in teorilerine ve ma-
teryalizmle olan iligkisini baz alarak... Bachelard dogal unsurlar: fiziksel ve psisik
durumlarimizla iligkilendiriyor ve modern toplumda hayal giiciine diigen gérevi
baglamsallastiriyor; hayal giiciinii tanimlarken gece gérdiigiimiiz riiyalar ile hayal
ya da giindiiz diigii arasinda kesin bir ayrim yapiyor. Her iki form da bir imge ve
¢agrisim oyunu igeriyor ancak uykuda gérdiiglimiiz riiyalar, bazen dehset verici
bir deneyim olan akis icinde benligin tamamen kaybolmasiyla ayirt ediliyor. Buna
karsin, hayal giicii daha 6zgiirce dolasirken ve belirli diisiince ya da duyumlarin
kendine 6zgii yogunluguna dalarken bile, hayal ya da giindiiz diislerinde bir “ben”
mevcut. Bu nedenle, 6ncelikle uykusuzluk i¢in ekran roliiyle psikolojik iligkiyi ve
uykusuzluga kars: bir araca nasil déniuistiiriilebilecegini analiz ederek uykusuzluk
i¢in psikolojik perspektifi sorguluyorum. Ekran, anilarin bilingaltina ge¢mesi i¢in
bir arag. Kullanicinin hayal kurmasina yardimci oluyor.

Proje ayn1 zamanda insanlarin biyoiklimini ve yeni teknolojilerin sagligimiz
tizerindeki etkisini de dikkate almay1 amagliyor. Projenin ekolojik bir boyutu da
var: Ruh saghigimiz iklim degisikliginden etkileniyor. Zamana sayg: duyulan ve
biyolojik sistemimizle uyumlu bir habitat yaratmay: ve sorgulamay1 amagliyorum.
Bu nedenle de kendimi “bakim ekolojisi” hareketinin bir pargasi olarak goriiyo-
rum. Bakim ekolojisi kavramyi, insan saglig1 ve iklim degisikliginin insan ruhunu
ve sagligini nasil etkiledigi tizerine yiiriitiilen felsefi bir aragtirma. Ayrica, krono-
biyolojiyi temel alarak, terapdtik bir nesneyle yeni bir iligki yaratmak amaciyla
giinlitk rutin bir nesneyi iyilestirmek i¢in bilimsel verileri kullanarak ¢alismalari-
ma devam ediyorum.

unlimited 34

VALENTINE MAURICE, THE LIGHT CLOCK, 2021

Isik Saati, anilar ve uyku arasindaki iligkiyi aragtiriyor; fikir, arzulanan ve izle-
yicinin uykuya dalmasina yardimeci olan “bildiklerini kenara koyma” metodoloji-
sine dayanan iitopik bir alan yaratiyor. Burada kurgulanan ritiiel, uykusuzluk ani-
ni1 resmilestirmek icin agirligin etkinlestirilmesiyle bagliyor, malzeme ile hassas
bir iligki yaratmay1 amaglayan mekanik bir sistem araciligiyla 151k yogunlugunu
degistirerek kullanicinin 151k teknolojisi ile empatik bir iligki kurmasini sagliyor.

Isik teknolojileriyle nasil hassas bir iligki kurabiliriz? Kronobiyolog Dr. Benja-
min Smarr’a gére, sabahlar1 mavi, aksamlari ise turuncuya 1s13a bakmaliyiz. Mese-
le sadece 15181 ag1p kapamak degil. Isik teknolojileriyle yeni bir iliski kurmak icin
yeni bir giinliik rutin yaratmak fikrinden yola ¢ikarak, 1s1kl1 deregiilasyon tedavi-
sini insanilestirme fikrine kapildim. Heidegger nesneler ve araglar arasinda bir
ayrim yapar: Ona gore nesneler her tiirlii yakinliktan uzaktir. Oniimiizdedirler ve
bagimsiz olarak var olurlar. “Sey,” yani arag ise tam tersine, bize o kadar yakindir
ki apacik goriintr. Ara¢ kullanicisiyla hassas bir iligkiye izin verebiliyorsa, nasil
calisir? Uykusuzluk durumunda, uyumun duyarlilikla nasil bir iligkisi vardir? Ve
nesnelerin birincil iglevi faydali olmaksa, hassas yaklasim nasil dikkate alinabilir
ve ayni zamanda bir iglev haline gelebilir? Hem noroestetik hem de deneysel psi-
koloji teorilerine dayanarak, bakir ve piring gibi hassas malzemeleri zarif ve den-
geli formlarla birlestirerek 151g1n yayilmasina elverisli bir ortam yaratmay:1 amag-
ladim. Bu nedenle ¢aligmalarimi néro-estetik kavramina dayandirtyorum: Bir
nesnenin i¢indeki denge ve estetigin roliinii inceliyorum. Deneysel terapi, kisinin
kendi duygularini ve hislerini anlamak icin bir ara¢ olarak devreye giriyor.
“Noro-estetik” neolojizmi 2000 yilinda ortaya ¢ikt1 ve sanatsal tiretimde beynin
rolii lizerine noérobilimsel aragtirmay: tanimliyor. N6ronlar ve bir gériintii arasin-
daki baglantilar1 anlamay1 amacliyor. Jean-Pierre Changeux’ye gore estetik haz,
psisik bir rezonansa giristir. Néronlar1 organize ederek denge yaratir. Uyum ilke-

lerini akil ve duyarlilik arasinda bir denge olarak a¢iklamigtir. Buradaki fikir, du-

the process of the human body and to consider light as a health issue: The pointis to
reconnect humans with their natural light element: the sunset and the sunrise and
then live with technology in a different way.

In the first part of the project, I started to question the poetic and philosophi-
cal dimension of the action of looking at the clouds and natural phenomena. In par-
ticular, I anchor myself on Bachelard’s theories and his relation to materialism. He
associates the natural elements to our physical and psychic states and contextualizes
in modern society the duty to the imagination. In his description of imagination,
Bachelard draws a precise distinction between the nocturnal dream and the reverie,
or daydream. Both forms involve a play of images and associations yet the dreams
of sleep are distinguished by the total loss of self within the flow, an experience that
is sometimes terrifying. In the reverie or daydream, by contrast, an «I» is present,
even as the imagination wanders more freely and dwells with a peculiar intensity of
particular thoughts or sensations. That’s why, I question the psychological perspective
for insomnia by first analyzing the psychological relationship with the screen role for
insomnia and how it can be transcripted into a tool against insomnia. A screen is a tool
for memories, to transit to the subconscious. It helps the user’s projection to dream.

The project also aimed to take into consideration the bioclimate of humans and
the impact of new technologies on our health. There is an ecological dimension to
the project: our mental health is regulated by climate change. I aimed to question
and create a habitat where time is respected and is in adequation with our biological
system. In short, I also inscribe myself in the movement of “care ecology” The no-
tion of care ecology is a philosophical research on human health and on the way cli-
mate change impacts the psyche and health of human beings. Furthermore, basing
myself on chronobiology, I aimed to use its scientific data to improve a daily routine
object, in order to create a new relationship with a therapeutic object.

The Light Clock proposes to experiment with the relationship between memories
and sleep, the idea is to create a utopic space, desired and based on the method-
ology of Unlearning helping the spectator to fall asleep. The ritual starts with the
activation of the weight, to officialise the moment of insomnia, changing the light
intensity through a mechanical system that aims to create a sensitive relationship
with the material, allowing the user to create an empathetic relationship with the
light technology.

How can we create a sensitive relationship with our light technology? If we fol-
low the words of Dr. Benjamin Smarr, chronobiologist, we must look at blue in the
morning and orange in the evening. It is not just a matter of turning on or off, but
of reinstalling a new daily routine to recreate a new relationship with these light
technologies. From this, I had the idea of humanizing the treatment of luminous
deregulation. Heidegger makes a distinction between objects and tools: For him,
objects are cut off from any proximity. They are in front of us and exist indepen-
dently. The “thing,” the tool, on the contrary, is so close to us that it seems obvious.
If the tool can allow a sensitive relationship with its user, how does it work? In the
case of insomnia, how is harmony related to sensitivity? And if the primary function
of objects is to be useful, how can the sensitive approach be taken into account and
also become a function? Based on the theories of both neuroaesthetics and experi-
mental psychology, I combined sensitive materials such as copper, and brass, with
elegant and balanced patterns to create an environment conducive to the spread of
light. This is why I base my practice on the notion of neuro-aesthetics: I study the
role of the equilibrium and aesthetics inside an object. Experimental therapy inter-
venes as a tool to understand one’s own emotions and sensations. The neologism
“neuro-aesthetics” appeared in 2000 and defines the neuroscientific research on the
role of the brain in artistic production. It aims to understand the links between the
neurons and an image. According to Jean-Pierre Changeux, aesthetic pleasure is an
entry into resonance, a psychic one. It creates equilibrium by organizing the neu-
rons. He explained the principles of harmony as a balance between reason and sen-
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VALENTINE MAURICE, DAYDREAMING,
2023. Z33 HOUSE FOR CONTEMPORARY
ART, DESIGN & ARCHITECTURE SERGI
GORUNTUSU

VALENTINE MAURICE, DAYDREAMING,
2023. EXHIBITION VIEW AT Z33 HOUSE
FOR CONTEMPORARY ART, DESIGN &
ARCHITECTURE

yusallik, duygu ve akli uyumlu hale getirmektir. Néroestetik roliin 6nciisii Samir
Zeki, giizelligin ne oldugunu ve onu nérobilimsel bir bakis agisiyla nasil anlayabi-
lecegimizi sorgular. Bizim i¢in cok karmasgik bir soru olan giizelligin ne oldugunu
sormak yerine, giizelligi deneyimlediginizde néral mekanizmalarin devreye girdi-
gini sorarak ¢cok daha basit bir seye yoneldik. Bir rengin ne oldugunu biliyoruz,
ama giizelligin kendi kendine bir iddia oldugunu nasil bilebiliriz? Iste bu yiizden
nesnelerimin tasariminda dengeli formlar1 bir araya getirmeyi amagladim. Her
zaman estetigin nesneye duyarli bir islev kazandirmasi igin ¢alistyorum. Elégant,
dengeli formlar kullanmak, kullanicinin teknolojilerle daha empatik bir iliski
kurmasini sagliyor. Piring kullanimi da bir tasarim tercihi. Amaci iki tasarim dili-
ni; yani yeni teknoloji ve zanaatin nesneyle iligkisini kars1 karsiya getirmek.

Annelies Thoeler’in kitratorligiinii yaptigr ve Z33* sanat merkezinde sergile-
nen Day Dreaming isimli yerlestirmede, izleyiciye giin dogumu ya da giin batimi
ile suya girerek zaman ge¢irme imkani sunmay: amagladim. Su bazli bu alternatif
saat, dinlenme veya uyku ritiiellerinde kullanildiginda suyun sakinlestirici giicii-
nii 6n plana ¢ikariyor.

Ozetle pratigim, siiri gercekligin bir yolu olarak kullanmak ve mevcut toplu-
mumuza dair bir farkindalik yaratmak isteyen ritiieller ve heykelsi nesneler yarat-
maya odaklaniyor. Pratigimi sanat ve tasarim - nesne ve mekan arasinda konum-
landiriyorum. Bu sergi, bir seylerin nasil farkli olabilecegini gostermek i¢in yeni
bir gerceklik hayal ederek bir alan yaratmami sagladu.

*Z33 Cagdas Sanat, Tasarim ve Mimarlik Evi, nesneleri bir tartigma araci olarak kullanmak
isteyen ve bu araglarin alternatif gelecekler hakkinda nasil spekiilasyon yapabilecegine bakmak

isteyen yenilenmig bir sanat merkezidir.

GUNES PILI, ENER]JI VE BITKILERIN FOTOSENTEZI
UZERINE ARASTIRMA, HET NIEUWE INSTITUUT
ROTTERDAM, GUNES BIENALI ICIN, 2022

RESEARCH ON SOLAR CELL, ENERGY AND
PHOTOSYNTHESIS OF PLANTS, FOR HET NIEUWE
INSTITUUT ROTTERDAM, THE SOLAR BIENNALE, 2022

KLOROFILDEN YAPILAN ISIGA DUYARLI SOLUSYON
UZERINE ARASTIRMA, BLUE CITY ROTTERDAM,
GUNES BIENALI ICIN, 2022

RESEARCH ON PHOTOSENSITIVE SOLUTION MADE
OF CHLOROPHYLL, FOR BLUE CITY ROTTERDAM,
THE SOLAR BIENNALE, 2022

sitivity. The idea is to put in concordance sensuality, emotion and reason. Samir
Zeki, the pioneer in the neuroaesthetic role, questions what beauty is and how
we can understand it from a neuroscientific point of view. Instead of asking what
beauty is, which is too complicated a question for us, we headed out to something
much more simple by saying, by asking what the neural mechanisms are engaged
when you experience beauty. We know what a color is, but how do you know what
beauty is a self claim? Indeed, it is why I aim to combine equilibrate patterns in-
side the design of my objects. I always try for the aesthetics to bring another func-
tion of the object, a sensitive one. The fact that using “élégant,” balanced patterns,
allows the user to create a more empathetic relationship with technologies. The
use of brass is also a design choice: the idea is to put in confrontation two design
languages, the new technology and the craft’s relationship to the object.

In the installation Day Dreaming curated by Annelies Thoelen and exhibited
at the art center Z33*, I aim to offer the spectator to take time off via sunrise or
sunset into the water. The calming powers of water are at the forefront when this
alternative water-based clock is used in resting or sleeping rituals.

To sum up my practice aims to create rituals and sculptural objects that want to
use poetry as a way of reality and to create an awareness of our present society. 'm
positioning my practice between art and design - object and space. This exhibition
allowed me to create a space of immersion, dreaming about a new reality in order
to show how things can be different.

*Z33 House for Contemporary Art, Design & Architecture is a renewed art center that wants to
use objects as a tool of debate and wants to look at how these tools can speculate about alternative

futures.
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Roportaj: Interview: Ecem Arslanay

KOSTAS LAMBRIDIS

Sanat¢1 Kostas Lambridis ile yaptigimiz bu 6zel réportajda; deger, kiiltiir ve
estetik hiyerarsinin geleneksel sinirlarini zahmetsizce agan miisrif yaratimla-
rinin cezbedici simyasinda yolculuga ¢ikiyoruz. Tasarim felsefesinin isleyisine
daldigimizda, sezginin hiikiim siirdiigii, ¢esitli dénemlerin uyumla bir ara-
ya gelerek biyiileyici bir formlar biitiinii olusturdugu bir dlem kesfediyoruz.
Lambridis, ¢eligkileri kucaklanmakla kalmayip yiiceltiyor...

Sanatgiyla sanat, islev ve koleksiyonculugun ara kesitinde dolanirken, sanatta
miilkiyet kavramina da deginiyor ve sanat nesnelerinin fiziksel boyutunun altin-
da yatan zamansiz mirasa dair incelikli fikirlerini 6greniyoruz. Bu giizergihta,
cagdas tasarimda kalic1 bir yer edinen ve gelecek nesillere aligilmadik sanatsal
ifadeleri kesfetme 6zgiirliigii veren Memphis gibi tasarim hareketlerinin giiglii
etkisi tizerine de diigiinityoruz. Ayrica Kostas Lambridis’in siirekli evrilen ¢alig-
malarina ilham veren bagyapitlarin derin sanatsal yankisina kulak veriyoruz.

Sohbetimiz, yaratici siireciyle kusursuzca ig ice gegen bir gii¢ olan dogayla
samimiyetini mercek altina aliyor. Doga, uzak ve ayri bir olug degil, ¢aligma-
lar1 tizerinde derin bir etki yaratan, her yerde hazir ve nazir bulunan bir ilham
perisi. Siipheci bir jestle, siirdiiriilebilir uygulamalari ¢evreleyen sisirilmis re-
torige meydan okuyor ve bu ¢ok boyutlu meseleyi dikkatle ele almanin gerek-
liligini vurguluyor.

Sanatci bizi tasarimlarindaki farkli kiiltiirel unsurlar tizerine diigiinmeye de
tesvik ediyor. Kiiltiirel temelliigiin potansiyel tuzaklarini1 kabul ederken; ¢a-
lismalarini tiim insanliga mal ederek, onlar1 insani ifadenin engin dokusunda,
kapsayic bir yaratici kolektifin ayrilmaz pargasi olarak goriiyor. Bunu yapar-
ken, sanatsal ifadenin ve ortak insan deneyiminin baglilig1 tizerine derinle-
mesine digiinmeye tesvik ediyor. Diyalogumuz, eserlerinin gorsel albenisine
ilham veren ve onlari zenginlestiren anlatilari, hayalleri ve kisisel deneyimleri
ortaya ¢ikarinca i¢ gozlemsel bir hal de aliyor.

Bunlara ek olarak, sanat¢inin su anda New York’taki Carpenters Workshop
Gallery’de sergilenen son kisisel sergisi Reverse Fireworks in Slow Motion’u
(Agir Cekimde Tersten Havai Fisekler) inceliyoruz. Bu sergi, agirlikli olarak
tek bir malzemeden tiretilen eserleri, bu eserlerin iiretilmesi icin ortaya konan
titiz ig¢iligi ve nihayetinde aylarca siiren adanmayi gézler 6niine seriyor. Bizi
karmasikligin icinde yatan biiyiileyici sadeligi kesfetmeye ¢agiriyor.

Soylesi, sanat¢inin stiidyosuna goz atarak sona eriyor —burasi yaratici siire-
cin gizemini ortadan kaldiran bir alan. Duvarlar: arasinda ne sirlar ne hiyerar-
siler ne de ayrimlar var. Bunun yerine, sanat ve yasam arasinda derin bir bag
kurarak siradanin i¢indeki olaganiistii niteligi ortaya ¢ikarmaya yonelik sar-
silmaz bir adanmuglik var. {lham almaya, meydan okumaya ve Kostas Lambri-
dis’in mest edercesine kaotik ama bir o kadar da ahenkle derlenmig diinyasina
karismaya hazir olun...

In this exclusive interview with the artist Kostas Lambridis, we embark on a
journey into the captivating alchemy of his extravagant creations, ones that
effortlessly transcend the conventional boundaries of value, culture, and aes-
thetic hierarchy. As we delve into the inner workings of his studio’s design
philosophy, we discover a realm where intuition reigns supreme, and various
historical epochs harmoniously coalesce into a mesmerizing amalgamation of
forms. Lambridis extends an invitation to a world where contradictions are
not merely embraced but exalted.

As we navigate the intricate intersection of art, function, and collectibil-
ity, we gain insight into the artist’s profound perspective on the concept of
ownership and the timeless legacy of art, extending far beyond its physical
manifestation. While embarking on this artistic odyssey, we pause to reflect on
the profound impact of design movements like Memphis, which have indel-
ibly marked contemporary design and bestowed upon future generations the
freedom to explore unconventional artistic expressions. We also uncover the
profound artistic resonance found in the masterpieces that both inspire and
pay homage within Kostas Lambridis’ ever-evolving body of work.

Our conversation further unveils the artist’s intimate relationship with na-
ture, a force that seamlessly intertwines with his creative process. Nature is not
a distant entity but an omnipresent muse that exerts a profound influence on
his work. Through Lambridis’ discerning eyes, we witness the delicate balance
struck between natural and human-made elements, enriching the entire design
experience. With a touch of skepticism, he challenges the inflated rhetoric sur-
rounding sustainable practices and underscores the necessity of comprehend-
ing and addressing these multifaceted issues.

The artist also encourages us to contemplate the fusion of diverse cultures
within his designs. While acknowledging the potential pitfalls of cultural ap-
propriation, he views his work as an integral part of a broader creative collec-
tive, where the rich tapestry of human expression belongs to us all. In doing
s0, he provokes profound contemplation regarding the interconnectedness of
artistic expression and the shared human experience. Our dialogue takes an
introspective turn as we explore the narratives, dreams, and personal experi-
ences that subtly inspire and enhance the visual allure of his creations.

Additionally, we delve into the artist’s latest solo exhibition, Reverse Fire-
works in Slow Motion, currently on display at the Carpenters Workshop Gal-
lery in New York. This exhibition showcases the meticulous craftsmanship and
months of unwavering dedication poured into the creation of works predomi-
nantly fashioned from single materials. It beckons us to explore the captivat-
ing simplicity that resides within complexity itself.

The interview culminates with an enchanting glimpse into the artist’s stu-
dio—a place that demystifies the creative process. Within its walls, there are
no secrets, no hierarchies, and no divisions. Instead, there exists an unwaver-
ing commitment to unearthing the extraordinary within the ordinary, forging
a profound connection between art and life.

Prepare to be inspired, challenged, and transported into the beautifully cha-
otic yet harmoniously orchestrated world of Kostas Lambridis...

hiyerarsik olmayan A nonhierarchical
journey in matenal
Kostas Lambridis'in magjic: Heterotopic
creations of
Kostas Lambndis




roportaj interview

KOSTAS LAMBRIDIS, TERRACOTTA & SHALE, FROM THE
EXHIBITION ELEMENTAL FOLDS AND REVERSE FIREWORKS
ON SLOW MOTION SERGISINDEN, CARPENTERS WORKSHOP
GALLERY, 2023

KOSTAS LAMBRIDIS, IT’S NOT ENOUGH, FROM THE
EXHIBITION ELEMENTAL FOLDS AND REVERSE FIREWORKS
ON SLOW MOTION SERGISINDEN, CARPENTERS WORKSHOP
GALLERY, 2023

KOSTAS LAMBRIDIS, ELEMENTAL FOLDS AND REVERSE
FIREWORKS ON SLOW MOTION SERGI GORUNTUSU,
CARPENTERS WORKSHOP GALLERY, 2023

KOSTAS LAMBRIDIS, ELEMENTAL FOLDS AND REVERSE
FIREWORKS ON SLOW MOTION EXHIBITION VIEW,
CARPENTERS WORKSHOP GALLERY, 2023

unlimited 40

En bastan baglayalim. Neden 18. yiizyila ait Badminton Cabinet’in kendi
ikonoklastik yorumuna Elemental Cabinet adin1 verdin?

Elemental Cabinet, 2017 yilinda Design Academy Eindhoven'daki yiiksek li-
sans egitimim i¢in hazirladigim mezuniyet projemdi. O dénemde, malzeme-
lere karg1 anti-hiyerarsik bir yaklasima sahip olan Amerikali sanat¢1 Robert
Rauschenberg’in eserleri iizerinde ¢alistyordum. “Bir ¢ift ¢orap, resim yapmak
icin tahta, ¢ivi, terebentin, yag ve kumagtan daha az uygun degildir.” demisti.
Benim i¢in bu, bir geylerin kilidini agan anahtardi. Ahgabi pahali ya da ucuz
olarak ayirmama ya da genel olarak malzemeleri miitevazi ya da degerli olarak
kategorize etmeme fikriyle gercekten 6zdeslesebiliyordum. Benim i¢in tiim
malzemeler esittir.

Robert Rauschenberg’in Elemental Paintings adini verdigi bir resim serisi var;
burada da ayni1 boyutta, yaklagik bire bir metreye bir gergeve kullanmigt1. Tki
resmini ¢ok net hatirliyorum: biri yerden alip galeri duvarina yerlestirdigi bir
kare camurdu, digeri ise tam olarak ayni boyutta bir altin varakti ve sanki bagka
bir camur pargasiymus gibi ¢ok beceriksiz bir sekilde islenmisti. Her nasilsa, bu
iki ok basit hareket bana Elemental Cabinet icin baslangig fikrini verdi. Ayrica,
dolap tiim bu farkli “elemanlar1” icermeye calisiyor. Gergekten de bu mobilya
pargasinda tiim diinyay: kusatmaya calistim ve benim igin bagka bir matristi.
Ornegin, Periyodik Tablo, diinyada etrafimizdaki her seyi yaratan elementleri
iceriyor ve Elemental Cabinet de mobilya ve maddi kiiltiir dinyasinin Periyodik
Tablosu gibi. Benim i¢in bu dolap, yapimui sirasinda ellerimle kavrayabildigim
her bir seyi temsil etmek zorunda oldugum bagka bir matris.

Yani elemental kelimesinin pek ¢ok katmani var... S6z konusu barok
bagyapiti neden tercih ettiniz? Zaman yolculugu yaparak giiniimiize gelme
sanslar1 olsaydyi, sizce onu yapanlar atifiniz hakkinda ne diigiiniirlerdi?

Oncelikle, bu eser iizerinde galismaya basladigimda bagka bir dolap yapma-
y1 planlamryordum. Belirli bir odak noktam ya da istikametim yoktu. Bunun
yerine, beni derinden ilgilendiren iki basit kavram ya da referans vardi elimde.
Bu ige girisirken amacim bu kavramlari nasil birlestirebilecegimi ve bu birlesi-
min beni nereye gétiirebilecegini kesfetmekti. Ortaya ¢ikacak sonucun fiziksel
nesnelerin 6tesine gegerek bir video, metin, resim ya da hatta bagka bir mobil-
ya parcasi olarak cisimlesmesi de miimkiindii.

Badminton Cabinet benim i¢in derin bir sembolik 6neme sahipti. Haliha-
zirda “koleksiyonluk tasarim,” “iglevsel sanat,” “sinirl1 sayida iiretilen” mobil-
ya olarak adlandirilan pazarda yer alsam da, bu kategorilerin gercekte neyi
ifade ettigi ve bireylerin kimliklerini maddi esyalara nasil yansittiklarina ilig-

Let’s go back to the very start. Why did you entitle your own iconoclastic
version of the 18th century Badminton Cabinet as the Elemental Cabinet?

Elemental Cabinet was my graduation project for my master’s degree at the
Design Academy Eindhoven back in 2017. At that time, I was studying the works
of Robert Rauschenberg, the American artist who had a very non-hierarchical
approach to materials. He famously said, “A pair of socks is no less suitable to
make a painting with than wood, nails, turpentine, oil, and fabric” For me, that
was the key to unlock something. I could really identify with the idea of not
separating wood into expensive or cheap categories or, in general, not categoriz-
ing materials as humble or precious. For me, all materials are equal.

There is a series of paintings by Robert Rauschenberg called Elemental
Paintings, where he used the same size of frame, approximately one by one
meter. I distinctly remember two paintings: one was just a square of mud that
he took from the ground and placed on the gallery wall, while the other was a
gold leaf of exactly the same size, treated in a very clumsy way, as if it were just
another lump of mud. Somehow, these two very simple gestures gave me the
starting point for the Elemental Cabinet. Also, the cabinet attempts to include
all these different “elements.” I was really trying to encompass the whole world
in this piece of furniture. That’s indeed another matrix for me. The Periodic
Table includes all these different elements that create everything around us in
the world and the Elemental Cabinet is like the Periodic Table of the world of
furniture and material culture. For me, this cabinet is another matrix where I
have to represent every single thing that I could grasp with my hands during
the time of its making.

So “elemental” has lots of layers to it... Going back to the Baroque mas-
terpiece, why did you specifically choose that one? What would its makers
think about your homage, if they had the chance to come to the present age
through time travel?

To begin, when I started working on this piece, I wasn’t planning to make
another cabinet. It lacked a specific focus or direction. Instead, I held two
simple concepts or references that deeply intrigued me. As I embarked on this
endeavor, my aim was to explore how I could meld these concepts and where
this fusion might lead me. It was entirely possible that the outcome might tran-
scend the realm of physical objects, materializing as a video, text, painting, or
even another piece of furniture.

For me, the Badminton Cabinet assumed a profound symbolic significance.
Although I currently participate in the market of the so-called “collectible de-

kin daha genis etkileri konusunda elestirel bir bakis agisina sahibim. Ozellikle

Badminton Cabinet, benim i¢in bu kavramlari daha derinlemesine aragtirmak
i¢in bir firsat1 temsil ediyordu. Onu bir tiir zirve noktas: olarak goériiyordum.
Sembolik bir piramidin tepesine tiineyen mitkemmelligin 6ziini tagiyordu.
Benim gérevim bu piramidin dogasini hassasiyetle ortaya ¢ikarmakei. Diger
tiim mobilyalar i¢in bir timsal, egsiz 6neme sahip bir sembol olarak duruyordu.
Olaganiistii is¢iligi, titiz detaylar1 ve agik artirmaya ¢ikarilan en pahali mobilya
olarak rekor kirmasi nedeniyle, simdiye kadar tasarlanmis en kiymetli mobil-
ya pargalarindan biri olarak kabul edilebilir. Hikayesi de ayn1 derecede biiyii-
leyiciydi. Yaklagik 30 zanaatkar bu eseri yapmak i¢in alt1 yilin1 vermis ve dola-
b siisleyen Pietra dura tas panellerinin bazilari Ingiliz Diiki’niin eseri siparis
etmesinden 25 yil kadar 6nce titizlikle hazirlanmisti. Bu paneller islenmis ve
bir kenara ayrilmig halde, bdyle bir bagyapita dahil edilmeleri i¢in uygun iicreti
teklif edecek dogru hami i¢in ayrilmis. Esasen bu dolap, Floransa’daki bityitk
diikalik atolyeleri tarafindan iiretilen son eserlerden biri ve tartigmasiz en gor-
kemli olani. Abanoz agacinin yogun kullanimi, Afganistan’dan gelen 6nemli
lapis lazuli taglarinin dahil edilmesi ve zarif ormolu yaldizli bronz stislemelerin
eklenmesi dolabin cazibesini artirmig. Bu parganin tiim iiretim siireci hayret
verici olmaktan bagka bir sey degil.

Ote yandan, giiniimiiz baglaminda bu eserin estetigiyle ilgili bir rahatsizli-
gim vardi. Cagdas bir konut veya daireye y6nelik olmaktan ¢ok, bir miizenin
koleksiyon parcasini andiran antik bir hissi var. Dahasi, ddneminin elitizminin
ve aristokrasisinin bir yansimasi. Dogaya sayg: durusu olarak kusglari, ¢icekleri ve
bocekleri tasvir eden illiistrasyonlar igeriyor; fakat bunlar herhangi bir kus, ¢igek
veya canli degil; egzotik ve nadir cesitler ki bu daher a¢idan en iyinin arayigini
somutlagtiriyor. En kaliteli ve seckin malzemelerin kullanimi, Diikk’iin sosyal hi-
yerarsinin zirvesine yerlesmis benlik imgesini kuvvetlendiriyor.

Bu 6zel dolap bende biiyiik bir hayranlik uyandiriyordu. Viyana'ya giderek
eserin titiz bir 3B taramasini yaparak onu ¢ok yakindana inceleyebildim. Do-
labin orijinal yapimeilari, zamanda bir yolculuk yapip bugiin benim ¢aligmala-
rim1 degerlendirebilseler, becerilerim hakkinda ¢ekinceler duyabilirler; ancak
umarim isimin ardindaki ciireti ve niyete de hakkini verirler. Caligmalarim
mobilya olmanin 6tesine gegiyor; farkli bir diinya gériisiiniin maddi bir teza-
hiirii niteligini tagiyor.

Tiim bunlarin arkasindaki miihendisligi merak ediyorum, ¢iinkii kaos
gibi goriinen seyin arkasinda biiyiik bir 6rgiitlenme oldugunu varsayiyo-
rum. Bu tesadiifi gériiniimlii birlesimlerin tasarimindaki metodoloji ne-

sign,” aka “functional art,” aka “limited edition” furniture, I maintain a criti-
cal perspective on what these categories genuinely signify and their broader
implications regarding how individuals project their identity onto material
possessions. The Badminton Cabinet, in particular, symbolized an opportunity
for me to delve deeper into these notions. I regarded it as the quintessence—a
pinnacle of sorts. It represented the epitome of excellence, perched atop a sym-
bolic pyramid. My mission was to unearth the precise nature of this pyramid.
It stood as the quintessence of all furniture, a symbol of unparalleled impor-
tance. It may well be considered one of the most significant pieces of furniture
ever conceived, owing to its extraordinary craftsmanship, meticulous detail-
ing, and its record-breaking status as the most expensive piece of furniture
ever to be auctioned. Its narrative was equally captivating: approximately 30
artisans dedicated six years to craft this masterpiece, and some of the Pietra
dura stone panels gracing the cabinet were meticulously fashioned up to 25
years before the English Duke’s commissioning of the piece. These panels were
crafted, set aside, and earmarked for the right patron who would offer the ap-
propriate remuneration to include them in such a creation. In essence, this
cabinet marked one of the last works produced by the grand ducal workshops
in Florence, and it arguably stood as the most grandiose. The extensive use of
Ebony wood, the inclusion of substantial lapis lazuli stones from Afghanistan,
and the addition of exquisite ormolu gilt bronze ornaments only added to the
cabinet’s allure. The entire crafting process of this piece was nothing short of
astonishing.

However, there was an element of discomfort associated with its aesthet-
ics in today’s context. It exuded a sense of antiquation, resembling more of a
museum piece than an ideal fit for a contemporary residence or apartment.
Furthermore, it served as a reflection of the elitism and aristocracy of its era.
Despite its incorporation of illustrations depicting birds, flowers, and insects
as a homage to nature, these were not just any avian creatures, blossoms, or
critters; they were of exotic and rare varieties, embodying the pursuit of the
finest in every aspect. The materials used were of the highest caliber, reflecting
the Duke’s self-conceptualization at the pinnacle of the social hierarchy, neces-
sitating furniture crafted from only the most exquisite materials.

This specific cabinet held an immense fascination for me. I journeyed to
Vienna and conducted a meticulous 3D scan of the piece, enabling me to study
it with extraordinary proximity. While the original makers of the cabinet may
harbor reservations about my skill if they could traverse through time and as-
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geciyor; farkli bir diinya goriigiiniin
maddi bir tezahiirii niteligini tagryor.

My work transcends mere furniture;
it embodies a material manifestation
of a distinct worldview.
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dir? Uriin ve Sistem Tasarim Miihendisligi béliimiinden mezun olman bu
alisilmadik malzemelerle ugrasirken sana nasil hizmet ediyor? Ya da hig
etkisi oluyor mu?

Aslinda ben egitimli bir mithendisim, yani bir seylerin nasil yapilmasi ge-
rektigine dair belli bir anlayisim var; fakat ayni zamanda bu, iglerimin iiretimi
asamasinda ¢ok belirgin bir hale gelmiyor. Yani, yapim sirasinda eskiz yok, 3B
model yok, render veya teknik ¢izimler yok.

Yani bir sanat¢1 gibi ¢calisiyorsun...

Evet, aynen Oyle. Yapim siirecinde belirli bir plan, dl¢iimler veya sabit sayisal
degerler s6z konusu degil. Her sey kompozisyon ve yapiyla ilgili. Stiidyo ekibi-
miz genellikle alti-yedi kisiden olusuyor ve her biri farkl: alanlarda ¢esitli mal-
zemelerle ¢caligiyor. Birbirini dogal olarak tamamlayan 6geleri bir araya getiriyor
ve ardindan yapisal biitlinliiklerini saglamaya, saglam kalmalarina, uzun bir siire
boyunca amaglarina hizmet etmelerini saglamaya odaklaniyoruz.

Bu pargalarin yapimini, nasil inga edilmeleri gerektigine dair sezgisel kav-
rayisa giitvenmek olarak agiklayabilirim ancak bu anlayis, ilk agamada kelime-
lere veya cizimlere kolayca aktarilamiyor. Daha ¢ok icgiidiisel bir his. Kalite
arayisinda, bazen bazi seyleri asir1 mithendislikten ge¢irmemiz miimkiin. Bu
pargalarin bircogunun gerekenden ¢ok daha saglam olduguna eminim, bu da
bazilarinin neden gerekenden daha agir oldugunu agiklayabilir.

Badminton Cabinet’1in gosterisini elestirdigini sdyledin; ancak kendi ¢a-
ligmalarin da elit kesime hitap eden, hayli kiymetli ve koleksiyonluk obje-
ler. Buna bir ¢eliski diyebilir miyiz?

Kesinlikle 6yle. Muhtemelen tiim ¢aligmalarimda gozlemlenebilecegi gibi,
celigkileri kolayca benimsiyorum. Bu insan olmanin temel bir y6nii, adeta ona
ickin; dogamuz geregi ¢eliskilerle doluyuz. Yani, 6ncelikle bu celigkileri kabul
etmeli - tabii eger isterseniz. Sanatin asil degerinin miilkiyet kavramina siki
sikiya bagli olmadigina inantyorum. Ornegin Badminton Cabinet’i ele alalim;
ne sadece Beaufort Diikii Henry Somerset’e ait ne de sadece su anki sahibi
Liechtenstein Prensi’ne ait. Bunun yerine, kiiresel tarih ve kiiltiire ait; kolektif
insanlik kimligimizin ayrilmaz bir parcasi.

Benim i¢in maddi kiltiir, isin bir boyutu ve herhangi bir maddi yaratimin
6nemi fiziksel biciminin ¢ok 6tesine uzaniyor. Atina’daki Akropolis’i diiiine-
lim -esasen mermer kalintilardan olugan bir y1gin ancak 6nemi fiziksel varligi-
nin ¢ok 6tesinde. Diinyanin dort bir yanindaki sayisiz tarih kitabinda yiicelti-
liyor. Dolayisiyla, her ne kadar Yunan olmaktan ve bu anitin yakininda ikamet
etmekten gurur duysam da bu anitin bana, Meksika veya Tokyo'da yasayan
herhangi birine oldugu kadar ait oldugunu hissediyorum.

Elbette kendi igimi ayn1 kaideye yerlestirmeye ¢aligmiyorum ancak anlat-
maya ¢alistigim sey, benim i¢in yaratma eyleminin, bu eserlerin kalic1 ikamet-
gahlarinin nerede bulundugundan daha 6nemli oldugu. Yizlesmemiz gereken
bazi gergekler var. Tarih boyunca sanat, genellikle patronlar ve varlikli kisiler
tarafindan begenilmis ve sahiplenilmigtir. Yine de neyse ki miizeleri ziyaret
edebiliyor ve insanlik kiiltiiriiniin dokusunu zenginlestiren inanilmaz sanat
eserlerine hayran kalabiliyoruz. Iste bu yiizden bu eserler hepimize ait.

Caligmalarin galerilerde sergileniyor ki bu da onlarin genis bir kitleye
ulagmasini sagliyor. 8 Eyliil’'de New York, Carpenters Workshop Gallery’de
acilan Reverse Fireworks in Slow Motion bashikl1 sergiyi konusalim mi?

Bu konuya ge¢meden 6nce, ¢ok fazla sanat eserine sahip olmadigimi ve ke-
sinlikle iinlii koleksiyon tasarimlarindan higbirini bulundurmadigimi belirt-
mek isterim. Yine de tiim bu tasarim kahramanlarinin ¢aligmalari, bizzat gor-
me sansim olmamasina ragmen, benim i¢cin muazzam derecede ilham verici
oldu. Bu da giiniimiiz diinyasinda imgelerin giiciinii vurguluyor. Imgeler saye-
sinde, tasarim anlayigimi ve bakisg a¢imi derinden sekillendiren tasarimcilarin
caligmalarini takdir edebiliyorum. Eserlere sahip olmadan veya onlar1 bizzat
deneyimlemeden bile bu kadar etkili olabilmeleri biiyiileyici.

Sergime gelince, bu benim hem Carpenters Workshop Gallery’deki ikinci
kisisel sergim. Bu sergi, ekibim ve benim son birkag aydir izerinde 6zenle ¢a-
Listigimiz seyi diinyayla paylasmama olanak tanidigi i¢in ¢ok 6nemli. Tiim bu
eserleri yaratmak i¢cin muazzam bir ¢aba sarf ettik. Bu bir yolculugun doruk
noktasi, bir varig ani1 gibi.

Bir kuyuya dogru kosmaya ve sonunda susuzlugunuzu gidermek icin ona
ulagmaya benziyor. Sergi sadece eserleri satmakla ilgili degil; onlar1 sergilemek
ve insanlar1 eserleri gdrmeye ve onlarla ilgili diigiincelerini paylagmaya davet
etmekle ilgili. Umarim, izleyenler iizerinde olumlu bir izlenim birakur.

Bu sergi ilkiyle nasil iligkileniyor?

Simdiye kadar caligmalarimun belirleyici 6zelliginin ¢esitli malzemeleri harmanla-
ma niteligi olduguna inantyorum; ancak bu yaklasimda potansiyel bir tuzak da gorii-
yorum. Bu, bir sanat¢imn gelisimine katkida bulunmayan veya maddi nesneler yarat-
mada siursiz olasiliklarin kesfedilmesini tegvik etmeyen bir etiket haline gelebilir. Bu
nedenle, ikinci kigisel sergim i¢in bu egilime meydan okumayi ve beni bu alanda tutan
giivenlik agindan kurtulmay1 amagladim.

Agirlikln olarak tek bir malzemeden eserler iiretmeyi iceren farkli bir yola
girmeye karar verdim. Kendimi malzemeleri karigtirma zorunlulugundan uzak-

sess my work today, I hope they would acknowledge the audacity and intent
behind my creation. My work transcends mere furniture; it embodies a mate-
rial manifestation of a distinct worldview.

I wonder about the engineering behind all this, because I’m assuming that
there’s a big organization behind what looks like chaos. What is your design
methodology in making these accidental-looking amalgamations? How does
your degree in Product and System Design Engineering serve you in dealing
with these unconventional materials? Or does it serve you at all?

Well, I am indeed an engineer by training, so I do have an understanding of
how things need to be made, if you will. But, at the same time, this never be-
comes very specific during the making of the work. So, there is no sketch during
the making, no 3D model, no rendering, and no technical drawings involved.

So you work pretty much like an artist?

Yes, exactly. During the making process, there is no specific plan, mea-
surements, or fixed numerical values involved. It’s all about composition and
construction. Our studio team typically consists of six to seven people, each
working in different areas with various materials. We bring together items that
seem to naturally complement each other and then focus on ensuring their
structural integrity, ensuring they remain sturdy and serve their purpose over
an extended period.

I would describe the making of these pieces as relying on my intuitive under-
standing of how they should be constructed. However, this understanding isn’t
easily conveyed through words or drawings at this stage. It’s more of a visceral
feeling. In our quest for quality, it’s possible that we sometimes over-engineer
things. I'm confident that many of these pieces are far stronger than necessary,
which might explain why some of them are heavier than they need to be.

You mentioned being critical of the ostentation associated with the Bad-
minton Cabinet, yet your own work is highly valuable and collectible, often
purchased by the elite. Could this be seen as a contradiction?

Certainly. As you can probably observe in all of my works, I readily em-
brace contradictions. It’s a fundamental aspect, almost a given, of being hu-
man — we’re inherently riddled with contradictions. So, step one, if you will, is
acknowledging these contradictions. I firmly believe that the genuine value of
art isn’t necessarily tethered to the notion of ownership. Take the Badminton
Cabinet, for instance; it doesn’t solely belong to Henry Somerset, the Duke
of Beaufort, nor does it exclusively belong to the current owner, the Prince of
Liechtenstein. Instead, it belongs to global history and culture; it’s an integral
part of our collective human identity.

For me, material culture is just one facet, and the significance of any material
creation extends far beyond its physical form. It transcends the tangible aspects.
Consider the Acropolis in Athens — it’s essentially a heap of marble ruins, yet its
significance reaches far beyond its physical existence. It’s enshrined in countless
historical books around the world. So, while I take pride in being Greek and
residing in close proximity to this monument, I also feel that it belongs to me as
much as it does to you or anyone living in Mexico or Tokyo.

Of course, ’'m not attempting to place my artwork on the same pedestal, but
what I'm trying to convey is that, to me, the act of creation holds more impor-
tance than where these creations ultimately find their permanent residence. In
a way, we must come to terms with certain realities. Throughout history, art has
often been enjoyed and owned by patrons and the affluent. Yet, fortunately, we
can visit museums and admire the incredible works of art that have enriched the
tapestry of human culture. That’s why these creations belong to all of us.

Your work is displayed in galleries, which makes it accessible to a wide
audience. Perhaps this is a suitable moment to discuss your upcoming ex-
hibition, titled Reverse Fireworks in Slow Motion, set to open on September
8th at the Carpenters Workshop Gallery in New York.

I'dlike to pause here for a moment and mention that I don’t own many works
of art, and certainly none of the famous collectible designs. Yet, the work of all
these design heroes has been incredibly inspiring to me, even though I haven’t
had the chance to see most of their creations in person. This highlights the
power of images in today’s world. Thanks to them, I can appreciate the work of
designers, who have profoundly shaped my understanding and perspective on
design. It’s fascinating how their work can have such an impact, even without
owning or witnessing it firsthand.

Now, regarding my upcoming show, this marks my second exhibition with
Carpenters Workshop Gallery, and it’s my second solo show overall. It’s sched-
uled to open in New York on September 8th. This moment is significant, as it
allows me to share with the world what my team and I have been diligently
working on for the past few months. We’ve put in a tremendous effort to create
all these artworks. It’s like the culmination of a journey, a moment of arrival.

It’s akin to running towards a well and finally reaching it to quench your
thirst. The exhibition isn’t just about selling the pieces; it’s about showcas-
ing them and inviting people to see and share their thoughts about the work.
Hopefully, it leaves a positive impression on those who view it.
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lagtirmaya ¢alistim ve bunun yerine, biri yalnizca ahgaptan, digeri tamamen me-
talden, bir digeri plastikten yapilmis parcalar iiretmeye ¢alistim. Bu bir riskti
ciinkii bagkalari i¢in farkli malzemeleri harmanlamak bir bagari ya da meydan
okuma olarak gériinse de, bu bir anlamda benim i¢in islerime yaklasmanin ko-
lay yolu haline gelmisti. Cesitli unsurlardan olugtugunda ilging bir sey yaratmak
daha kolay; ancak sadelige dogru egilen biuiyiileyici bir sey yapmak ¢ok daha zor.

Bu riski isteyerek aldim ve tiim bu ¢aligmalari bu ¢abaya ilgi duyan bir kit-
leyle paylagsmanin heyecanini yagiyorum. lyi bir is ¢ikardigimiza inanmak is-
tiyorum ve yarattiklarimizla gurur duyuyorum. Mutlak sadelige ulastigimizi
iddia etmeyecegim; bu eserler hali girift ve karmagik. Yine de her bir malze-
menin i¢inde, evrenin enginligine benzer bir karmagiklik seviyesinin var oldu-
gunu ortaya koymak harika. Bu bilgeligi kabul etsek de, bu derinliklere tekrar
tekrar dalmak, bir deligin i¢indeki gokyuziinii kesfetmek gibi, ger¢ekten he-
yecan verici.

Barok ile nasil bir iliskin var? Onu tarihsel bir stil mi yoksa zamansiz bir
felsefi kavram olarak mi gériiyorsun, ya da belki her ikisi birden? Etimo-
lojik olarak “Barok,” bicimini patolojik olarak tagiran ve belirlenmis cer-
cevesine meydan okuyan inciye atifta bulunur. Ayrica, Kwrim: Leibniz ve
Barok adl1 calismasinda Deleuze, Barok’u giiclerin, kivrimlarin ve ¢okluk-
larin karmagik bir etkilesimiyle karakterize eder. Diinya, tipki bir kumasin
kivrimlar gibi girift ve birbirine bagh katmanlardan olusur. Barok’un bu
son derece kapsayici yorumunu géz 6niinde bulundurarak, ¢alismalarini
Barok sayar misin? Sadece Elemental Cabinet’ten degil, tiim eserlerinden
bahsediyorum...

Biliyorsun, bunlar sadece kelimeler ve etiketler, tarih kitaplar1 ve ansiklo-
pediler i¢in gerekli olan tiirden. Leibniz gibi biri olmasaydi, Barok kavrami
bugiin anladigimiz sekilde var olmayabilirdi. Belki ona benzer bir sey ortaya
cikabilirdi; ancak gergekten var olabilmesi i¢in onu tanimlayacak, tasvir ede-
cek ve adlandiracak birinin olmasi gerekir.

Ancak Zeitgeist (Zamanin Ruhu) diye bir sey de var. Insanlar birbirle-
riyle dogrudan iletisim kurmasalar bile ayn1 anda kendilerini benzer fikir-
lerin veya kavramlarin pesinde bulabilirler. Ornegin, Leibniz ve Newton
birbirinden bagimsiz olarak ayn1 dénemde Calculus’u icat etmislerdi. Bu
nedenle, bunun tek bir bireyin tekil bir degisimi etkilemesine indirgenebi-
lecegine inanmiyorum...

Hayur, elbette bunun tek bir kisiyle ilgili oldugunu séylemek istemiyorum.
Demek istedigim, hi¢bir seyin bizim kavrayisimizin 6tesinde var olmadigiyd..
Elbette her sey kavrayisimizin Gtesinde var, ama eger kavrayamazsak, varligini
gérmezden gelme egiliminde oluruz, degil mi? Diinya’nin kendi ekseni etra-
finda dénmesi gibi. Ancak bu sadece birileri dogru zamanda orada olup bunu
kabul ettigi icin gergek olur. Ve eger bu kisi Galileo ya da bir bagkas1 olmasay-
d1, bagka bir kisi olurdu. Belki birkag yil sonra, ama bu Diinya’nin ger¢ekten
de dondiigii gercegini degistirmez. Yine de Diinya’nin déniisii ile bu olgunun
bilgisi arasinda ayrim yapmak 6nemli.

Diinya ¢apinda sayisiz insan nesli tarafindan biriktirilen tiim bilgilerden
yararlaniyoruz. Bu kolektif bilgi birikimine kii¢itk bir katkida bulunmay1
umuyoruz. Elbette 2000 yilindan sonra doganlar icin Internet diinya ile eg
anlamli gériinebilir; ancak teknolojinin Internet’ten daha fazlasini kapsadi-
gin1 kabul etmeliyiz. Miitevazi bir kursun kalem bile teknoloji olarak nite-
lendirilebilir. Kursun kalemin basitligini diisiiniin - kag1t {izerine ¢izim yap-
mak i¢in kullanilan ahgap bir kilif i¢ine yerlestirilmis grafit bir ¢ekirdek. Bu
icat ilk ortaya ciktiginda diinyada devrim yaratmigti. Karmagik bir baglan-
tilar ag1 icinde, Internet’in varligini kursun kalemin, tekerlegin, elektrigin
ve say1siz bagka yeniligin mucitlerine bor¢luyuz. Siirekli olarak ge¢misin ba-
sarilar1 iizerine katmanlar inga ediyoruz. Iste bu yiizden Barok giincelligini
koruyor. Barok, Memphis’in varligini siirdiirdiigii ve giincelligini korudugu
sekilde varligini siirdiiriiyor.

Ben de tam Memphis hakkinda soru sormay1 planliyordum.

Benzer sekilde, diger her sey gibi, modasi ge¢mis veya daha yeni trendler
tarafindan agilmig goriinseler bile, tiim bunlarin bugiin kim oldugumuzu ve
diinyay1 nasil algiladigimizi sekillendirmeye katkida bulundugunu asla unut-
mamaliyiz. Ornegin, Memphis, ¢agdas tasarim diinyast iizerinde yaygin olarak
bilinenden ¢ok daha genis kapsamli bir etki yaratti. Memphis, baslangicta ti-
cari bir basarisizlik olarak goriilityordu. Alisilmadik mobilyalar1 6nemli satis
rakamlarina ulagamadilar. Ancak bu akimin 1990’larda, 2000’lerin baginda ve
hatta bugiin bile tasarimcilar iizerindeki etkisi dl¢iilemez.

Tasarimcilar aruk Memphis’in sayisiz gelenege meydan okuyarak bir¢ok
kurali yikt181 gercegini ezbere biliyor. Bu nedenle bugiiniin tasarimcilar: ali-
silmadik tasarimlari kesfetme, yaratma ve uygun gordiikleri sekilde de vaftiz
etme dzgiirliigiine sahipler. Ornegin, Ettore Sottsass, diiz yiizeylere ve duvar-
daki kitaplar1 desteklemek i¢in dikey direklere sahip geleneksel kitaplik kon-
septine uymasa bile, bir nesneyi kitaplik olarak ilan etmeye cesaret etti. Bunun
yerine, kitaplarin belirli bir yiikseklige yerlestirilebilecegi bir tasarim 6nerdi
ve bu bir kitaplik olarak kabul edildi. Ayni zamanda bir heykeldi de. Aslinda
6ziinde, bir heykel ile bir mobilya pargasi arasindaki ayrim genellikle fiyatina
dayaniyor.

How does this show connect or relate to the first one?

Well, up until now, I believe the defining characteristic of my work has been
this notion of blending various materials. However, I see a potential pitfall in
this approach. It can become a label that doesn’t necessarily contribute to an
artist’s growth or encourage the exploration of limitless possibilities in creat-
ing material objects. So, for my second solo show, I aimed to challenge this
tendency and break free from the safety net that had kept me in this space.

I decided to embark on a different path, one that involved creating works
predominantly from a single material. I sought to distance myself from the
compulsion to mix materials and, instead, craft pieces where one would be
solely made of wood, another entirely from metal, yet another from plastic,
and so on. It was a risk because, while to others it might appear as an achieve-
ment or a challenge to blend different materials, it had, in a sense, become
the easy way for me to approach my work. It’s simpler to create something
interesting when it’s comprised of various elements, but far more challenging
to craft something captivating that leans towards simplicity.

I willingly embraced this risk, and I'm excited to share all these works with
an audience interested in this endeavor very soon. I'd like to believe that we’ve
done well, and 'm proud of what we’ve created. I won’t necessarily claim that
we’ve achieved absolute simplicity; these works are still intricate and complex.
Yet, it’s fascinating to uncover that within each material, there exists a level of
complexity akin to the vastness of the universe. Even though we acknowledge
this as knowledge, it’s a genuine thrill to repeatedly delve into these depths and
unearth something akin to discovering the sky within a mere hole.

How do you relate to the Baroque? Do you consider it a historical style
or a timeless philosophical concept, or perhaps both? Etymologically, “Ba-
roque” refers to the pearl that pathologically overflows its form, challeng-
ing its designated framework. Additionally, in his work The Fold: Leibniz
and the Baroque, Deleuze characterizes the Baroque through a complex in-
terplay of forces, folds, and multiplicities. The world is composed of intri-
cate and interconnected layers, much like the folds of a fabric. Considering
this highly inclusive interpretation of the Baroque, do you perceive your
works as Baroque? I’m not just referring to the Elemental Cabinet, but all
of your creations...

You know, these are just words and labels, the kind that are essential for his-
torical books and encyclopedias. Without someone like Leibniz, the concept
of Baroque might not exist in the way we understand it today. Perhaps some-
thing akin to it would transpire, but there must be someone present to identify,
delineate, and name it for it to truly come into existence.

But there’s also something called the Zeitgeist. People often find them-
selves seeking similar ideas or concepts at the same time, even without di-
rect communication with each other. For instance, Leibniz and Newton in-
dependently invented Calculus around the same period. Therefore, I don’t
believe it boils down to one individual effecting a singular change...

No, of course, I don’t mean to suggest it’s about one person. What I mean
is that nothing truly exists beyond our comprehension. Well, of course, every-
thing exists beyond our understanding, but if we don’t comprehend it, we tend
to overlook its existence, right? It’s like Earth simply rotating on its axis. But
this only becomes factual because someone was there at the right moment to
acknowledge it. And if it wasn’t Galileo or someone else, it would have been
another individual. Perhaps a few years later, but that doesn’t alter the fact that
the Earth is indeed rotating. Yet it’s essential to distinguish between the Earth’s
rotation as a natural occurrence and the knowledge of this phenomenon.

We’re drawing upon all the knowledge that has been amassed by countless
generations of humans worldwide. We hope to contribute a little something
extra to this collective body of knowledge. Of course, for those born after 2000,
the Internet might seem synonymous with the world, but we must recognize
that technology encompasses more than just the Internet. Even the humble
pencil qualifies as technology. Consider the simplicity of a pencil - a graphite
core encased in a wooden sheath used to draw on paper. This invention revo-
lutionized the world when it first emerged. In a complex web of connections,
we owe the existence of the Internet to the inventors of the pencil, the wheel,
electricity, and countless other innovations. We continually build layers upon
the achievements of the past.

So, this is why the Baroque remains relevant. Baroque persists in the same
way Memphis endures and remains pertinent.

I was just planning to ask about Memphis...

Similarly, like everything else, even if they appear outdated or surpassed by
newer trends, we must never forget that all of these things have contributed
to shaping who we are today and how we perceive the world. For instance,
Memphis has exerted a far-reaching influence on the contemporary design
world, more than it is commonly recognized. Even from a market perspective,
Memphis was initially regarded as a commercial failure. They didn’t achieve
significant sales of their unconventional furniture. However, the impact it had
on designers in the ‘90s, early 2000s, and even today is immeasurable.

Designers now take for granted the fact that Memphis challenged numer-

Calismalarimin belirleyici 6zelliginin ¢esitli malzemeleri harmanlama niteligi
olduguna inaniyorum; ancak bu yaklasimda potansiyel bir tuzak da goriiyorum.
Bu, bir sanat¢inin gelisimine katkida bulunmayan veya maddi nesneler yaratmada

sinirsiz olasiliklarin kesfedilmesini tesvik etmeyen bir etiket haline gelebilir.

I believe the defining characteristic of my work has been this notion of blending
various materials. However, I see a potential pitfall in this approach. It can be-

come a label that doesn’t necessarily contribute to an artist’s growth or encourage

the exploration of limitless possibilities in creating material objects.
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Dolayisiyla, tiim bu eserlerin 6nemi yalnizca fiziksel 6zelliklerine degil,

daha ziyade gelecek nesillerin 6niinii agmadaki rollerine bagli. Sonraki nesille-
rin bu olanaklari hafife almamalarini, yeni yollar kesfetmeye devam etmelerini
ve kendi yenilikg¢i yollarini ¢izmelerini sagladilar.

Antropometri, tasarimlarinda hem islevsellik hem de metafor olarak na-
sil tezahiir ediyor? Bazi parcalarinda hayvan ve insan bedeni unsurlarini
bir araya getirerek biiyiileyici melezler olarak ortaya ¢ikariyorsun. “Beden”
kavramina yaklasimini ve bunun “insan bedeni”nin 6tesine ge¢ip ge¢medi-
gini merak ediyorum.

Her seyden 6nce kendi bedenimle basa ¢ikmak zorundayim ki bu da bir
anlamda mobilya tasarimiyla ugrasmamin nedeni. Her ne kadar miicevher ta-
sartmi ve mimari de ilgimi gekiyorsa da, mobilyanin kendine 6zgii bir yani var:
olcegi. Mobilyada insan bedeniyle dogrudan bir baglant1 var ve onu deneyim-
ledigimiz sekliyle kolayca kavranabiliyor. Bu ortak 6l¢ek benim i¢in biiyiileyici
ciinkii ek araclara veya ara adimlara ihtiya¢ duymadan yaratmama izin veriyor.
Miicevherin aksine biiyiiteclere ihtiyacim yok ve mimarinin aksine, bir fikri
biiyiik bir 6lcege yansitmam ve sonra onu daha kii¢iik pargalara ayirmam ge-
rekmiyor. Mobilya ile filtresiz bir sekilde yaratabiliyorum.

Bu yaratici siire¢ boyunca insan viicudu 6nemli bir rol oynuyor. Parmak-
larim malzemeler iizerinde iz birakiyor ve yarattigim seyi hem kaldirabildi-
gimden hem de onunla rahat¢a etkilesime girebildigimden emin oluyorum.
Bu hususlar yapim siirecinin ayrilmaz bir pargasi. Islevsellik ise ¢alismalarim-
da hi¢bir zaman tek yol gosterici ilke olmadi. Eserlerimi hem mobilya hem
heykel hem de sanat eseri olarak gériiyorum. Insanlarin iglerime dokunmakta
ve kullanmakta 6zgiir hissetmelerini istiyorum. Bunlar sadece gorsel begeni
icin degil; dokunma, etkilesim ve kisinin giinlitk yagamiyla biitiinlesme iize-
rine tasarland1. Calismalarimi siradan mobilyalar gibi islev gordigi, gercek ic
mekénlarda gérmekten keyif aliyorum.

Siirdiiriilebilirlik ve ileri doniigiim, tasarim diinyasinda hayli moda soz-
ciikler haline geldi. Sen islerinin ¢evreye zarar1 olmamasi adina sorumlu
malzeme tedarigine dncelik veriyor musun? Ek olarak, ¢evre dostu tasarimin
geleceginin nasil gelisecegini 6ngoriiyorsun? Tasarimcilarin ¢evreye duyarli
uygulamalari savunmada nasil bir rol iistlenmesi gerektigine inaniyorsun?

Evet, bu gorkemli kelimeler ve yiice fikirler konusunda oldukg¢a stipheciyim
ve ¢aligmalarimi tartigirken asla bu kavramlari kullanmiyorum. Benzer sekil-
de, tasarimlarimin ortaya ¢ikigi sirasinda da bu kavramlarin merceginden bak-
miyorum. Bunun nedeni, bu kelimelerin ele almayi veya ¢6zmeyi amagladig:
konulardan kopuk olmam degil. Ozellikle bu sekilde kullanildiklarinda, onlari
ici bog ifadeler ve kavramlar olarak algiliyorum. Dolayisiyla, bu konudaki du-
rusum i¢in litfen beni mazur goériin.

Anliyorum. Ne de olsa greenwashing (yesil aklama) diye bir kavram var.

Aynen 6yle. Herhangi birinin siirdirilebilirlik veya agir1 titketim gibi kar-
magik sorunlari sadece iiretimini artirarak ¢6zebilecegini iddia etmesini an-
lamakta zorlaniyorum. Benim goriisiitme gore, bu sorunu anlamak bizi miim-
kiin oldugunca az iiretmeye yonlendirmeli. Ileri doniisiim gercektenyaratici
stirecimin bir pargasi olsa da, terimin kendisinden pek hoslanmiyorum. Bana

ous conventions and broke many rules. This is why today’s designers have the
freedom to explore and create unconventional designs and christen them as
they see fit. Ettore Sottsass, for example, dared to declare an object a bookcase,
even if it didn’t conform to the traditional concept of a bookshelf with flat
surfaces and vertical poles for supporting books on the wall. Instead, he pro-
posed a design where books could be placed at a certain height, and it was still
considered a bookshelf. It was also seen as a sculpture. In essence, the distinc-
tion between a sculpture and a piece of furniture often boils down to its price.

Therefore, the significance of all these creations isn’t solely tied to their physi-
cal attributes but rather to their role in paving the way for future generations.
They’ve enabled subsequent generations to take these possibilities for granted,
continue to explore new avenues, and forge their own innovative paths.

How does anthropometry manifest in your design, both in terms of
functionality and metaphorical interpretation? Some of your pieces in-
corporate animal and human body elements, appearing as captivating hy-
brids. I’'m interested in understanding your approach to the concept of the
“body” and whether it extends beyond the “human body.”

First and foremost, I must contend with my own body, which, in a sense,
is why I engage in furniture design. While I'm also intrigued by jewelry and
architecture, there’s something unique about furniture — its scale. With fur-
niture, there’s an immediate connection to the human body, and it’s readily
understood in the same way we experience it. This shared scale is fascinating to
me because it allows me to create without the need for additional tools or in-
termediary steps. Unlike jewelry, I don’t require magnifying lenses, and unlike
architecture, I don’t need to project an idea onto a grand scale and then break
it down into smaller tasks. With furniture, I can simply create, unfiltered.

Throughout this creative process, the human body plays a significant role.
My fingerprints leave their mark on the materials, and I ensure that I can both
lift and comfortably interact with what I create. These considerations are in-
tegral to the making process. As for functionality, it has never been the sole
guiding principle in my work. I view my creations as furniture, sculptures, and
works of art all in one. I want people to feel free to touch and use my piec-
es. They aren’t solely for visual appreciation but are meant to be experienced
through touch, interaction, and integration into one’s daily life. I find joy in
seeing my work in real interiors, where it functions as ordinary furniture.

Sustainability and upcycling have indeed become buzzwords in the design
world. Do you prioritize responsible sourcing of materials to ensure your
pieces have a minimal environmental impact? Additionally, how do you en-
vision the future of eco-friendly design evolving, and what role do you be-
lieve designers should assume in advocating for eco-conscious practices?

Yes, 'm quite skeptical about these grandiose words and lofty ideas, and I
never employ them when discussing my work. Similarly, I don’t view my cre-
ations through the lens of these terms during their conception. It’s not because
I'm detached from the issues these words aim to address or resolve. Instead, it’s
because I perceive them as hollow expressions and concepts, particularly when
they are used in such a manner. So, please excuse me for my stance on this.
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EXHIBITION ELEMENTAL FOLDS AND REVERSE
FIREWORKS ON SLOW MOTION SERGISINDEN,
CARPENTERS WORKSHOP GALLERY, 2023
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gore bu sadece bir etiket. Caligmalarim i¢in etrafimdaki malzemeleri kullan-
mak bana dogal geliyor. Bagka bir yerde kullanilabilecek yeni malzemeler
getirmek yerine mevcut 6geleri yeniden kullanabiliyorsam, bunu yapmayi
tercih ediyorum. Ancak bu tercihimi vurgulama ihtiyaci hissetmiyorum ¢iin-
kii bunun igin degerini artirdigina inanmiyorum. Yagam tarzimiza ve bu ge-
zegendeki zamanimizi nasil gegirdigimize katkida bulunsa da, herhangi bir
caligmanin sadece bu tiir terimleri igerdigini iddia ederek daha degerli hale
geldigini digiinmityorum.

Diiriist olmak gerekirse, ¢ogu durumda, bu ya yanlis bir temsil ya da agir
dar bir bakis agis1 yaratiyor; giiniin sonunda pratiginin siirdiiriilebilir olmayan
ve cevresel veya diger 6nde gelen ¢agdas kavramlarla uyumlu olmayan yé6nleri
uygun bir sekilde gormezden geliniyor. Umarim bu -bir kismin1 gézden kagir-
mis olabilecegimden endige etmeme ragmen- sorunu yanitliyordur.

“Doga” ile iligkin tasarim siirecini nasil etkiliyor ve mobilya tasarimla-
rinda nasil tezahiir ediyor?

Dogay1 bizden ayr1 bir sey olarak deneyimlemiyorum. Doga her yerde mev-
cut ve biz de onun ayrilmaz bir par¢asiyiz. Bazen bir agacin yapragina bakti-
gimda, ilham verdigi formda, yapisinda, malzemesinde, renginde, dokusunda
veya bir tasarimci olarak bagka herhangi bir yoniiyle aradigim cevaplari kesfe-
diyorum. Ancak bu dogal ilhami insan yapimi unsurlardan istiin tutmam ge-
rekmiyor. Badminton Cabinet bu bakis agisinin en iyi 6rnegi. Dogay1 herhangi
bir miize kadar ilgi ¢ekici buluyorum ve birine digerinden daha fazla 6ncelik
vermiyorum. Bunun yerine, ikisi arasindaki uyumlu birliktelik ve denge cogu
zaman en iyi sonuglari veriyor.

Tasarimlarin belirli hikayeler aktarryor mu? Parcalarin bana kendi mi-
tolojilerine ve hatta kozmolojilerine sahipmis gibi goriiniiyor. Giiglii bir
hiké4ye anlatimi seziyorum. Belirli bir eserinin ilging¢ bir anlatidan veya ki-
sisel bir deneyimden esinlendigi bir 6rnegi paylasabilir misin?

Evet, kisisel deneyimler ve anlatilar benim i¢in her zaman mevcut; ancak
bunlari yarattigim hicbir seyin merkeze koymamaya ¢alistyorum. Eserlerimin
en 6nemli yonleri yaratim siirecinde ortaya ¢ikiyor; yani her sey stiidyoda ge-
¢irdigimiz zaman, ¢aba ve malzemeleri bu eserlere doniistiirmek i¢in harcadi-
gimiz enerjiyle ilgili. Buyiik fikirler, biiyiik konseptler, anlatilar veya hikéye
anlatimu ilk sirada gelmiyor. Ancak bazen bazi seyler basit¢ce anlamli oluyor
¢iinkii onlarla iligki kurabiliyorsunuz.

Soyle bir 6rnek verebilirim: Yaptigim avizelerden birinde vitray: tasarima
dahil etmek istedim. Benim i¢in zorluk her zaman bir seyi nasil temsil edece-
gim, hangi sekli almasi gerektigi ve neden o sekle sahip oldugunda. Eger bir ce-
vap bulamazsam ya da 6nceden tanimlanmig bir sey yoksa, bunu tasarimimda
gerekcelendirmek zorlagiyor. Bu avizelerden birinde, gérdigiim bir rityay: res-
metmeye karar verdim. Bu riiyanin benden bagka kimse i¢in 6nemli oldugunu
sanmiyorum ama kisisel bir motivasyon kaynagi oldu. Riiya, camu belirli sekil
ve renklerde kesmek ve onu gerceklestirmek i¢in caligmamda bir bahane oldu.
Iste bu rilyadan kaynaklanan béyle kiigiik bir hikaye var.

Bir bagka 6rnek de benim yarattigim bir obje serisi olan Mingling Dynasty. Yak-
lagik 3500 yil 6nce Cin'de yapilmis bronz bir sunak setinden esinlendim. Bir kere-

I see. After all, there is a concept called “greenwashing.”

Exactly. I struggle to comprehend how anyone can claim to solve complex
issues like sustainability or overconsumption simply by increasing their output.
In my view, understanding the problem should lead us to produce as little as
possible. While upcycling is indeed a part of my creative process, 'm not par-
ticularly fond of the term itself. To me, it’s merely a label. It feels natural to utilize
the materials around me for my work. If I can repurpose existing items instead
of introducing new materials that could be utilized elsewhere, I prefer to do so.
However, I don’t feel the need to emphasize this choice because I don’t believe it
inherently enhances the value of the work. While it may contribute to our way of
life and how we navigate our time on this planet, I don’t think any work becomes
more valuable simply by claiming to incorporate such terms.

To be honest, in most cases, it’s either a misrepresentation or an overly nar-
row perspective, conveniently ignoring the aspects of the practice that aren’t
sustainable and don’t align with environmental or other prominent contem-
porary concepts. I hope this addresses your question, although I'm concerned
I might have overlooked a part of it.

How does your relationship with “nature” influence your design process
and manifest in your furniture creations?

Well, I don’t experience nature as something separate from us. Nature is om-
nipresent, and we are an integral part of it. Sometimes, when I gaze at aleaf on
atree, I discover the answers I've been seeking, whether in the form it inspires,
its structure, material, color, texture, or any other aspect, as a designer. How-
ever, I don’t necessarily elevate this natural inspiration above human-made el-
ements. The Badminton Cabinet serves as a prime example of this perspective.
I find nature as intriguing as I find any museum, and I don’t prioritize one over
the other. Instead, it’s the harmonious coexistence and balance between the
two that often yields the best results.

Do your designs convey specific stories? To me, they appear to possess
their own mythology and even cosmology. They evoke a powerful sense of
storytelling. Could you share an instance where a particular piece was in-
spired by a captivating narrative or personal experience?

Yes, again, personal experiences and narratives are always present for me,
but I try not to make them central to anything I create. The most significant
aspects of my works happen during the creation process; so it’s all about the
time we spend in the studio, the effort, and the energy we invest in transform-
ing materials into these pieces of work. Great ideas, big concepts, narratives,
or storytelling don’t come first. However, sometimes things simply make sense
because you can relate to them.

I can give you an example: In one of the hanging lamps or chandeliers I've
made, I wanted to incorporate stained glass into the design. The challenge
for me is always how to represent something—what shape it should take
and why it has that specific shape. If I can’t find an answer or there’s nothing
predefined, it becomes a challenge to justify it in my design. So, in one of
these lamps, I decided to illustrate a dream I had. I don’t think this dream
is important to anyone else besides me, but it served as a personal motiva-
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sinde Jacob Bronowski’nin 1970’li yillarda BBC’de yayinlanan bir belgeselini izle-
mistim. Bronowski, antik Cin’deki insanlarin bronzu icat ettiklerinde, 6zellikleri
karsisinda nasil heyecanlandiklarini ve her seyi bronzdan yapmaya basladiklarin
anlatiyordu; sofra takimlari, heykeller, mutfak egyalar: ve hatta silahlar. Bronzun
zamaninin plastigi oldugunu séyleyebilecegimizden bahsetmisti.

Buradan yola ¢ikarak, bu kavrami ele aldim ve antik Cin’den gelen bu tinli
bronz pargalar: giiniimiiziin geri d6niistiiriilmiis plastik atiklarini kullanarak
yeniden iiretmeyi diigiindiim. Ayni sekilleri ve formlar1 yakalamay1 ama on-
lar1 cagdags bronzla -yani plastikle- yeniden yorumlamay: amagladim. Yani bu
orneklerde bir hikéye anlatimi var. Ancak benim i¢in bu anlat1 bir baslangic
noktasi olarak hizmet ediyor. Yaptigim sey biraz gorsel sanatlarla ilgili. Isin
her seyden 6nce gorsel olarak ilging olmasi gerekiyor. Bu sadece arkasindaki
hikaye veya konseptle ilgili degil; bu unsurlar genel deneyimi gelistirmek i¢in
var. Ancak gorsel ilgi her zaman 6nce geliyor.

Tasarimlarinin ¢ogunda kiiltiirel etkiler agik¢a goriiliiyor ve gesitliligi ku-
cakladigin belli oluyor. Tasarim siirecinde kiiltiirel temelliik riski seni hig
endiselendiriyor mu?

Sanirim konugmamizin 6nceki béliimlerinde bu konuya deginmistik. Kiil-
tiirel temelliik s6z konusu oldugunda, bu alana girmenin icerdigi potansiyel
riskleri anliyorum. Ote yandan, bu endisenin sanat alaninda o kadar da giilii
bir sekilde gegerli olmadigini diisiinityorum. Kiiltiirel temellitk konusundaki
daha biiyiik endiselerim sanatin 6tesinde, hayatin cesitli yonlerinde yatiyor.
Dahas, hicbir seyi kendime aitmigcesine sahiplenmek gibi bir niyetim yok.
Kendimi, ister insanlik ister diinya olsun, daha genis bir kolektifin parcasi ola-
rak goriiyorum ve her seyin hepimize ait olduguna inaniyorum. Dolayisiyla,
islerim de dahil olmak tizere hi¢bir sey gercek anlamda yalnizca bana ait degil.
Islerim, tarih ve kiiltiiriin cesitli katmanlarinda dolagan, aragtirdigim kavram-
larla ilgili veya bunlarla yank: uyandiran unsurlari toplayan ve bunlari uyumlu
bir biitiin halinde dokuyan bir biitiin olarak hizmet ediyor.

Stiidyon gizli bir topluluk olsaydi, hevesli mobilya tasarimcilari icin ka-
bul ritiieli ne olurdu? Ve iiye olduklarinda nasil gizemler veya sirlar ortaya
cikarirlardi?

Sanirim stiidyodaki en biiyiik sir, hi¢bir sirrin olmamasi. Higbir hile, gizli
beceri ya da derin bilgi yok. Bazen, malzemelerle oynayan ve agik¢asi herkesi
kandiran bir grup ¢cocukmusuz gibi hissediyorum. Benim i¢in bu sadece zama-
nimi nasil gegirmek istedigimle ilgili. Aslinda benmerkezci bir bakis agisiyla
diyebilirim ki her sey kendini anlamakla ilgili. Yarattigim bir seyin 6niinde
durdugumda, kim olduguma dair bir i¢gérii kazaniyorum. Bu bakis agisini
ekibime de agilamak i¢in ¢abaliyorum. Bunun son derece zeki olmakla, 6zel
becerilere sahip olmakla veya ¢agdas verimlilik ile bagar1 kavramlarina bag-
11 kalmakla ilgili olmadigin1 anlamalarina yardimci olmay1 amagliyorum. Bu
daha ziyade, enerjimizi ve ¢abalarimizi bir seye kanalize etmek ve bilinme-
yenle ylizlesmekle ilgili. Hicbir sey kesin degilmis veya 6nceden belirlenme-
mis gibi davranmak bu isin en zorlayic1 yonii - ezberleri reddetmek, ki buna
mobilyalarin nasil gériinmesi veya belirli seylerin nasil yapilmasi gerektigine
dair kendi 6nyargili fikirlerimiz de dahil. Stiidyodakilere bir seyin nasil yapi-
lacagini 6gretmiyorum; neyin dogru ya da yanlis olduguna dair bildiklerini
sandiklar seyleri unutmalari i¢in onlar1 tegvik etmeye ¢alisiyorum.

Stiidyoda yaptigimiz iste kendimizi rahat hissetmemiz ¢ok énemli. Ornegin
her giin yemek hazirlayarak sagligimiza 6nem veriyoruz. Her giin bir ekip iiyesi
herkes i¢in yemek pisiriyor ve bu sorumlulugu déniisiimlii olarak tistleniyoruz.
Bu uygulama sadece yemek tariflerini paylasmamiza degil, ayni zamanda farkli
ve uluslararasi grubumuz goz 6niine alindiginda mutfak geleneklerini de paylas-
mamiza olanak tantyor. Isimizi hayatin diger yénlerinden ayri tutmamaya gayret
ediyoruz. Giiniin sonunda aletleri temizlemek, bir mermer parcasini yontmakla
esit 6neme sahip. Gorevler arasinda bir hiyerarsi, bosa harcanan veya verimli
zaman kavramy, gergek is ile daha az 6nemli gérevler arasinda bir ayrim yok. Ba-
sitce soylemek gerekirse, her seye ve her ana iyi bir ey yapmak i¢in egit derecede
anlamli firsatlar olarak yaklagiyoruz - ister yemek pisirmek, temizlik yapmak,
sanat yaratmak, isterse stiidyoda bir seyi onarmak olsun. Bazen en olaganiistii
sey gunliik hayatimizin en miitevazi ve en beklenmedik késelerinde gizli oluyor.
Giin boyunca bu gizli hazinelerin ortaya ¢ikmasina ve bizim i¢in goriiniir hale
gelmesine izin veren bir agik fikirlilikle hareket ediyoruz.

tion. The dream became the excuse to cut the glass into specific shapes and
colors and work toward realizing it. There’s a little story there that comes
from this dream.

Another example is the Mingling Dynasty, a set of objects I created. It’s in-
spired by a bronze altar set made in China about 3500 years ago. I once watched
a BBC documentary from the 70s with Jacob Bronowski, and he described
how, when people in ancient China invented bronze, they became so excited
about its properties that they started making everything out of bronze—table-
ware, sculptures, utensils, and even weapons. Bronowski mentioned that you
could say bronze was the plastic of its time.

From there, I took that notion and thought about reproducing those fa-
mous bronze pieces from ancient China using recycled plastic waste from to-
day. I aimed to capture the same shapes and forms but reinterpret them with
contemporary bronze—the plastic. So, there’s a bit of narrative or storytelling
in these examples. However, for me, this narrative serves as a starting point.
What I'm doing is somewhat related to visual arts. The work needs to be visu-
ally interesting first and foremost. It’s not solely about the story or concept be-
hind it; those elements are there to enhance the overall experience. But visual
interest always comes first.

Cultural influences are clearly present in many of your designs, and it’s
evident that you embrace diversity. Do you ever concern yourself with the
potential risk of cultural appropriation in your design process? Is this a
concern for you at all?

I believe we’ve touched upon this earlier in our conversation. When it comes
to cultural appropriation, I understand the potential risks involved in ventur-
ing into this territory. I feel that this concern may not apply as strongly to
the realm of art. My greater worries about cultural appropriation lie in various
aspects of life beyond art. Furthermore, I have no intention of laying exclusive
claim to anything as my own. I see myself as a part of a broader collective, be it
humanity or the world, and I firmly believe that everything belongs to all of us.
Therefore, nothing truly belongs solely to me, including my works. They serve
as vessels that traverse the diverse layers of history and culture, collecting ele-
ments that resonate with or are relevant to the concepts I'm exploring, weaving
them together into a cohesive whole.

If your studio were a secret society, what would be the initiation ritual
for aspiring furniture designers? And what mysteries or secrets would they
uncover once they become members?

In the studio, I guess the biggest secret is that there are no secrets. There
are no tricks, no hidden skills or profound knowledge at play. Sometimes,
I feel like we’re a group of kids playing with materials and, quite frankly,
fooling everyone. For me, it’s simply how I want to spend my time. From
a rather self-centered perspective, it’s all about comprehending ourselves.
When I create something and stand before it, I gain insight into who I am.
I strive to instill this perspective in my team as well. I aim to help them
understand that it isn’t about being exceptionally clever, possessing spe-
cialized skills, or adhering to contemporary notions of efficiency and suc-
cess. Rather, it’s about channeling our energy and efforts into something
and confronting the unknown. Acting as though nothing is certain or pre-
determined is the most challenging aspect—refusing to take anything for
granted, including our preconceived notions of how furniture should ap-
pear or how certain things should be made. I don’t teach them how to do
something; I try to encourage them to unlearn what they think they know
about what’s right or wrong.

In our studio, it’s essential that we feel comfortable with what we do. We
prioritize well-being by preparing meals daily at the studio. Each day, one
team member cooks for everyone, and we rotate this responsibility. This
practice not only allows us to share recipes but also exchange culinary tradi-
tions, given our diverse, international group. We strive not to compartmen-
talize our work from other aspects of life. Cleaning tools at the end of the
day holds equal importance to sculpting a piece of marble. There’s no hierar-
chy of tasks, no concept of wasted or productive time, no division between
real work and less significant tasks. Simply put, we approach everything and
every moment as equally meaningful opportunities to do something good—
whether it’s cooking, cleaning, creating art, or repairing something in the
studio. Sometimes, the most extraordinary things are hidden in the hum-
blest and most unexpected corners of our daily lives. We move through the
day with an open-mindedness that allows these hidden treasures to emerge
and become visible to us.

Konforlu Tasarim

Feel the wave

Wave Keys + Lift ,
Kablosuz Ergonomik Ikili
the wireless ergonomic duo

logitech

s

L L LN

w il
B o 4 o




unlimited 50

roportaj interview

Roportaj Interview: Liana Kuyumcuyan

Klasik ve cagdas
arasinda: Tellunico

n-between the classical
and the contemporary:
Tellunco

SO.LNOX SIIHD O.LOHd AVIHO.LOA ‘120 ‘IDVd OOSAONVIA

Francesco Pace tarafindan kurulan Tellurico Tasarim Stiidyosu, nesne, mekan ve

yerlestirme tasariminda uzmanlagmig multidisipliner bir tasarim stiidyosu. Zanaat ve

mekan arasindaki iligkiye odaklanan Tellurico, bir yerin nesnelerini o yerin 6zelliklerine

baglarken insanlik tarihi, jeoloji ve sosyal yonlerin yani sira giindelik hayatin benzersizligi

ve sadeligini i¢ ice geciriyor. Francesco Pace ile projeleri ve tasarima bakig1 lizerine

konugtuk

Tellurico Design Studio, founded by Francesco Pace, is a multidisciplinary design

studio specialized in objects, spaces and installations design. Focusing on the relationship

between crafts and the environment, Tellurico binds the objects of a place to the

characteristics of the place itself, intertwining the historical, geological and social

aspects of humankind, as well as the uniqueness and simplicity of everyday life.

We talked with Francesco Pace on his projects, and his view on design

Bir tasarimci olarak kendi islerini iiretiyorsun, dolayisiyla nesneyi isleme bicimin de
iiretim becerilerin tarafindan sekilleniyor. Bu formlari iiretebilmek i¢in kendinizi na-
sil egittin? Siire¢ boyunca ne tiir kisitlamalarla karsilasiyorsun?

Kisitlamalar tasarimima uyguladigim ilk ve en 6nemli sey. Cogu zaman projelerim ga-
leriler, miizeler veya markalar tarafindan siparis ediliyor; bunlar oldugunda daha genis
imkanlara sahip oluyorum. Farkli 6l¢eklerde farkli iireticilerle caligmaya bagliyorsunuz.
Ancak tasarlamaya basladigim koleksiyonlarin bir¢ogu atélyemde dogdu. Dolayisiyla da
kisitlar, farkl projeler i¢in farkli zanaatlarda ustalagsmami sagladi.

Diinyadaki tiim olanaklara sahip oldugunuzda, bunlarin i¢inde kaybolabilirsiniz. Ama
elinizde sadece bir olasilik varsa ve elinizde bir blok oldugunu ve ondan bir malzeme ¢1-
karmaniz gerektigini biliyorsaniz, yapabileceginiz tek sey budur. Ben malzemeye bu sekil-
de yaklagryorum.

Geleneksel el sanatlarini incelemek her zaman ¢ok ilgimi ¢ekti ¢iinkii bunlar genellikle
siire¢ acisindan karmasik ama malzeme acisindan basittir. Bir tasarimei olarak, pahali mal-
zemeler ve pahali tiretim siirecleri kullanmanin tasarimima deger katacagina pek inanmiyo-
rum. Son derece basit bir malzeme kullanmanin ve ona el emegini katmanin daha degerli
oldugunu diisiiniiyorum. Bir zanaatta ustalasarak ve sinirlarinizi olabildigince zorlayarak
miitevazi bir malzemeden son derece degerli bir sey tiretebilirsiniz. Ancak, dogru sekilde
kullanmazsaniz pahali bir malzemeden son derece ucuz bir sey de ¢ikarabilirsiniz.

Aldigim egitim bugiin urettiklerimden ¢ok farkli. Hem Politecnico di Milano hem de
Design Academy Eindhoven, projelere yaklagim tarzimi olusturmama ve belirli kararlar
nasil gerek¢elendirecegimi 6grenmeme yardimci oldu. Bana bir ditsiinme bi¢imi kazan-
dirdilar. Egitimin biiyiik bir kismi zanaat ¢aligsarak, atélyede deneyler yaparak ve sonunda
gelistirdiklerimi bagkalarina 6greterek gergeklesti. Geleneksel zanaat ile gagdas tasarimu
birlestirmek beni belirli formlara, malzemelere veya deneylere gotiirdii. Her zaman kay-
bolmakta olan zanaatlar1 bulmaya ¢alisiyorum, béylece onu ¢agdas tasarima uyguluyo-
rum. Bunu hem zanaat, hem tasarim hem de kendim i¢in faydali buluyorum. Beni temsil
ediyor. Burada 6zel bir sey gériiyorum.

Farkli malzemelerle ¢aligmayi seviyorsun, ahsaptan mermere, taslardan atik malze-
meleri kullanmaya kadar genis bir yelpazen var. Belirli bir malzeme i¢in bir teknik
gelistirdiginde konfor alaninin digina ¢ikmaktan hoslaniyor gibisin?

Tiim projelerim birbirinden ¢ok farkli, ancak yaklagim acisindan oldukga benzer. Bir
projeye basladigimda, bir form ya da ne yapacagima dair bir fikirle baglamiyorum. Sani-
rim bunu neredeyse hi¢ yapmadim. Daha ¢ok bir projenin gergeklestigi baglamla ilgili,
aragtirmanin kendisini karakterize eden 6nemli unsurlara odaklaniyorum; bir galeri,
miize, 6zel bir komisyon veya bir marka i¢in mi iliretecegim? Bu proje nerede gergeklese-
cek; Milano, Beyrut, New York? Projenin gergeklesecegi baglamlar: analiz ediyorum. Bu
aragtirmanin sonucuna uygulanan birka¢ unsuru birlestirmeye ¢alisiyorum. Elbette, ken-
dimi i¢ine koydugum ve o baglami dogru sonug olduguna inandigim seye uyarlamaya ca-
list1ig1m bir an var.

Ornegin Beyrut'ta bir tasarim residencysi sirasinda galisirken benden sehirle ilgili bir
sey yapmamu istediler. Eski sehrin tizerine yeni bir sehir inga ediyorlardi; bélgenin kimli-
gini koruyan eski binalari restore etmek yerine her seyi yikip sifirdan insa ediyorlardi. Bu
stire¢ oranin tarihini ve kimligini sildi. Bu tercihi oldukg¢a vahsi buldum. Korumanin kim-
liginin bir pargasi oldugu bir tilkeden geldigim i¢in bu hikayeyi anlatmam gerektigini his-
settim. Konuyu aragtirdik¢a bircok insanin da ayni sekilde diigiindtigiinii gordiim.

Sadece dig cephesi korunmug ve i¢ kismi yeni malzemelerle tamamen bagtan inga edil-
mis bazi binalar vardi. $ehirdeki bu tiir geligkiler bana bir sekilde geliskili, iginde siirtiigme
olan bir nesneyi nasil yaratabilecegimi diisiindiirdii. Béylece her binanin malzemesini eski

As a designer, you are producing your own work so your way of crafting the object is
also shaped by your abilities of production. How did you train yourself to produce
these exact forms? What kind of limitations do you encounter through the process?

The limitation is the first and the most important thing I apply to my design. Often, my
projects are commissioned by galleries, museums, or brands; when these happen, I have
broader possibilities. You start to work with different producers on different scales. How-
ever, many of the collections I started to design were born in my workshop. So, the limita-
tion has allowed me to master different crafts for different projects.

When you have all the possibilities in the world, you may get lost in them. But when
you only have one possibility and know that you have a solid block and need to subtract
material from it, that’s the only thing you can do. That’s how I approach the material.

I've always been very interested in studying traditional crafts because they are usually
complex in the process but simple in the source of their material. As a designer, I don’t
really believe that using fancy materials and fancy production processes will add value to
my design. I see more value in using something extremely simple and putting your hand
on it. You can do something extremely fancy from a humble material by mastering a craft
and pushing it as far as you can. But, you can also do something extremely cheap from a
fancy material if you don’t use it properly.

What I studied was very different from what ’'m doing today. Both Politecnico di Mi-
lano and Design Academy Eindhoven helped me build my way of approaching the proj-
ects and learn how to justify certain decisions. They gave me a mindset. A lot of the train-
ing happened by studying the craft, experimenting in the workshop, and eventually
teaching what I have developed to other people. Combining traditional craft and contem-
porary design brought me to certain shapes, materials, or experimentation. I always try to
find a disappearing craft, so I apply it to contemporary design. I find it beneficial for the
craft, the design, and myself. It represents me. I see something special in it.

You like to work with different materials, you have a wide range from wood to mar-
ble, or from different stones to using waste materials. Seems like you enjoy going out
of your comfort zone once you develop a technique for a certain material?

All my projects are very different among them, but the approach is quite similar. When
I start a project, I barely start with a shape or with an idea about what to do. I think I al-
most never did it. It’s more about the context in which a project takes place, which are the
important elements that characterize the research itself; is it for a gallery, a museum, a
private commission, or a brand? Where will this project happen: Milan, Beirut, New
York? I analyze the contexts in which the project takes place. I try to combine a few ele-
ments applied to the outcome of this research. Of course, there is a moment where I put
myself in it and try to adapt that context to what I believe is the right outcome.

For example, when I was working during a design residency in Beirut, they asked me to
do something related to the city. They were building a town on top of an older town; in-
stead of recovering the old buildings, which preserved the city’s identity, they were tearing
down everything and building from scratch. This process erased the history and the iden-
tity of the place. I found it pretty violent. Coming from a nation where preservation is part
of our identity, I felt I needed to tell this story. The more I investigated the topic, the more
I found out that many people were thinking the same way.

I found some buildings where only the facade was kept, and the inner part was com-
pletely rebuilt with new materials. These sorts of contradictions within the city made me
think of how to create an object that is somehow contradictory, that has friction within.
So, I started to extrapolate the material of each building from its old parts and the new
parts: alot of marble, natural stone, and a lot of glass and stained steel. And I started to put
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ve yeni kisimlarindan ¢ikarmaya bagladim: ¢ok sayida mermer, dogal tas, ¢ok sayida cam
ve boyal1 gelik. Ve bunlar1 bir araya getirmeye bagladim. O galeri i¢in iistii granitten, alt1
ise camdan yapilmig bir nesne irettim. Fikir, sekil ya da malzemeyi nasil oydugunuzla
alakali degil. Daha ¢ok iki malzemeyi bir araya getirmek ve birlikte ¢aligmalarina izin
vermek. Bu yiizden bu tiir bir karmagiklig1 ve sonucu ortaya ¢ikaran bir aragtirma yaptim.
Simdi soru su: Bu sonuglari projeye nasil uygulayabilirim? Iste isler boyle yiiriiyor.

Uretim siirecini Fuorisalone 2021’in bir pargasi olarak ve daha sonra bagka yerler-
de de bir performansa doniistiirdiin. Bu performans sirasinda nasil geri bildirimler
aldin? Uretim siirecini bir performans olarak sunmak isine nasil bir katman ekledi?

Tiim diinyanin iki yil boyunca evlerine kapandig: bir donemdi. Bana gore bazi giinler ¢ok
hizl1 geciyordu, bazi giinler ise zaman uzamus gibiydi. Bir tasarimci olarak sahip oldugum ve
satabildigim tek seyin zamanim oldugunu diisiinmeye bagladim. Bazen bir objenin 3.000
Euro oldugunu séylediginizde insanlar degerini sorgulayabiliyor. Bunun yerine, “Bu isi tiret-
mek 100 saatimi aliyor ve bu yiizden 3.000 Euro’ya mal oluyor” dersem, arkasinda bir emek
oldugu anlagilabiliyor. Ben de bu gergek siiregleri ve bir nesnenin tiretiminin ardindaki emek
miktarini géstermek istedim. Yani proje zaman ve emek arasindaki iligkiden ve ¢agdas top-
lumda buna nasil daha fazla 6nem vermemiz gerektiginden bahsediyor. Performans sirasin-
da tirettigim nesneleri yarim birakmak ilgingti, bitmemis bir meta nesne gibi, arada bir yer-
de. Bir nesnenin iiretiminin ardindaki zamani goériiniir kilmak istedim. Bir nesnenin fiyatin
sadece giizelligine ya da malzemesine gére 6l¢gmek ok karmagik. Arkasinda zaman ve emek
oldugunu soylediginizde nesnenin degeri daha iyi anlagiliyor.

Performans son derece iyi kargilandi. Oldukga senaryografikti. Milano gehir merkezin-
deki tarihi bir binanin avlusunda gerceklesti. Tiim toz, giiriiltii ve her yerde ugusan talas-
larla birlikte insanlar ilging bir atmosfer vard1. Insanlar bekledigimden daha iyi kargiladi-
lar. Siiregle ilgilendiler ve birgogu eylemimin enerjisini hissettiklerini benimle paylastilar.
Bir¢ok agidan basarili oldu.

Bir seyler endiistrilesmeye basladiginda, bir nesnenin ger¢ek malzemesinin ne ol-
dugunu, ne tiir elemanlarin bir araya geldigini ve nasil iiretilmis olabilecegini unut-
maya bagliyoruz. Bu da bir¢cok seye yabancilagsmamiza neden oluyor. Salone del Mobi-
le gibi tek odagin bir seyler satin almak oldugu bir etkinlikte béyle bir performans
yapmanin ¢ok ilgin¢ oldugunu diisiinityorum. Bu tiir bir performans bir mobilya fua-
rina tamamen yeni bir yaklagim getiriyor.

Evet, aslinda Salone del Mobile’ye gittiginizde bir kilisedekiyle ayn1 hissine kapiliyor-
sunuz. Nesneleri bir kaide iizerinde gériiyorsunuz, tipki Isa Mesih’in bir sunakta ¢armiha
gerilmesi gibi. Oraya gidiyorsunuz, ona bakiyorsunuz, belki de onun i¢in dua ediyorsu-
nuz. Bu nesnelere dokunmaniza, iizerlerine oturmaniza bile izin verilmiyor. Bana gére
boyle bir performans yapmak, farkli bir sey géstermenin, izleyiciyi daha fazla dahil etme-

nin, sadece iiriinii géstermenin Gtesine gecip bir kavrami agiklamanin bir yoluydu.

them together. The object I produced for that gallery is an object made out of granite top
and a structure made of glass. The idea is not about the shape or how you carve the mate-
rial. It’s more to combine two materials and let them work together. So I've done research,
which produced this sort of complication and a result. So the question is, how can I apply
these results to the project? That’s how things happen.

You also turned your production process to a performance as a part of Fuorisalone
2021, and then also in other places. What kind of feedback did you get during the event?
How does presenting the production process as a performance add a layer to your work?

We were coming from two years of lockdown all over the world. To me, some days were
passing very fast, and some other days, the time seemed stretched. I started to think that
what I only own and can sell as a designer is my time. Sometimes, when you say one object
costs 3,000 Euros, people might question its value. Instead, if I tell you, “It takes me 100
hours to do it, and that’s why it costs 3,000 Euros”, you will understand that there is some
work behind. So, I wanted to show these actual processes and the amount of work behind
the production of an object. So, the project talks about the relationship between time and
labor and how we must give more relevance to it in contemporary society. It was interesting
to leave the objects I produced during the performance half-done, like a meta object that is
not finished, somewhere in between. I wanted to show the time behind the production of an
object. Quantifying something according to its beauty or its material is very complicated.
When you say there is time and work behind it, you actually understand its worth.

The performance was extremely well received. It was pretty scenographic. It took place
in an old courtyard in a historical building in the city center of Milan. With all the dust,
the noise, and chips flying all over the place, the atmosphere was interesting. People re-
ceived it pretty well, even better than I expected. They were interested in the process, and
many shared that they felt the energy of my act. It has been successful in many ways.

When things start getting industrialized, we start forgetting what is the real material of
an object, what type of structures it has been made, and how it might have been produced.
We start getting alienated by many things. I think it is very interesting that you made such
a performance in an event like Salone del Mobile, where the only focus is on buying things.
This kind of performance brings a completely new approach to a furniture fair.

Yes, actually, when you go to the Salone del Mobile, there is this feeling that you are in
a church. You observe these objects on a pedestal, just like Jesus Christ on the cross at an
altar. You go there, you look at him, you may be praying for it. You are not even allowed to
touch these objects, to sit on them. To me, such a performance was a way of showing
something different, involving more of the viewer, which goes beyond merely showing the
product but rather explains a concept.

FRANCESCO PACE, VISIONI OPPOSTE, 2017, FOR BEIRUT ART
RESIDENCY ICIN. FOTOGRAF PHOTO TELLURICO DESIGN STUDIO
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Yasadigimiz zamanla mi
ilgili bilmiyorum ama 60’lardaki
ya da 70’lerdeki gibi tasarimin
sinirlarini zorlamiyoruz.

I don’t know if it’s related to
the time we live, but we are not
pushing the design boundary
as in the 60s or 70s.

FRANCESCO PACE, UNTITLED 1B, 2021, FUORISALONE 2021
ICIN PERFORMANS, MILANO. FOTOGRAF AMIR FARZAD
FRANCESCO PACE, UNTITLED 1B, 2021, PERFORMANCE
DURING FUORISALONE 2021, MILAN. PHOTO AMIR FARZAD
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And these are not art objects, these are actual furniture to be used.

Yes, you observe and look at them like religious objects. I find this extremely frustrat-
ing. This also pushes the designer to refrain from designing and producing something.
Because if nobody can sit on it, you don’t need to design something that holds a person’s
weight. All of the design fairs and design weeks are similar. But also, the market started to
repeat itself. When you see a collection of a company with one designer in 2022, you see
the same collection in 2023, maybe with a slight change in the textile. I don’t know if it’s
related to the time we live, but we are not pushing the design boundary as in the 60s or 70s.

I made an object in front of people to show how complicated, incomplete, and wrong
things can be. I just wanted to let the viewer raise some interest. To make them come and
touch the objects and understand what this person is doing. I also did another perfor-
mance with Stefano Fusani from NeoStandard in Athens, where we were producing clas-
sical objects from Greek culture. They were only foam pieces that you could hold. It cre-
ated an interaction between the viewer, the designer, and the object instead of actually
putting people in a position of just looking. That’s why I try to push certain limits. I feel
that there is alot to say in design. And I think that there is a big difference between design
and art. In my opinion, design can reach way more people than art.
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FRANCESCO PACE € STEFANO FUSANI, DISSONANT
CLASSICISM, 2021, ATINA TASARIM FORUMU ICIN
PERFORMANS, ATINA. FOTOGRAF PETROS TOUFEXIS
FRANCESCO PACE & STEFANO FUSANI, DISSONANT
CLASSICISM, 2021, PERFORMANCE DURING ATHENS
DESIGN FORUM, ATHENS. PHOTO PETROS TOUFEXIS

Ve bunlar sanat objeleri degil, kullanilmasi gereken ger¢ek mobilyalar.

Evet, onlar1 kutsal objeler gibi gozlemliyor ve izliyorsunuz. Ben bunu son derece sinir
bozucu buluyorum. Bu ayn1 zamanda tasarimciy: bir sey tasarlamaktan ve tiretmekten ka-
¢inmaya itiyor. Ciinkii kimse izerine oturamayacaksa, bir insanin agirligini tagiyacak bir sey
tasarlamaniza gerek yok. Biitiin tasarim fuarlari ve tasarim haftalari birbirine benziyor. Piya-
sa da kendini tekrar etmeye basladi. Bir firmanin 2022’de bir tasarimciyla yaptigi koleksiyo-
nu, 2023’te de goriiyorsunuz, belki kumasinda ufak bir degisiklikle. Yasadigimiz zamanla mu
ilgili bilmiyorum ama 60’lardaki ya da 70’lerdeki gibi tasarimin sinirlarini zorlamiyoruz.

Bir seylerin ne kadar karmagik, eksik veya yanlis gidebilecegini gdstermek i¢in insanla-
rin Sniinde bir nesne iirettim. Izleyicinin ilgisini gekmek istedim. Gelip nesnelere dokun-
malarini ve oradaki insanin ne yaptigini anlamalarini saglamak istedim. Atina’da
NeoStandard’dan Stefano Fusani ile Yunan kiiltiiriinden klasik nesneler iirettigimiz bagka
bir performans da yapmigtik. Bu iiriinler kaldirilabilecek derecede hafif strafordan parga-
lard1. insanlari sadece bakan bir pozisyona koymak yerine izleyici, tasarimci ve nesne ara-
sinda bir etkilesim yaratmak istedik. Belirli sinirlar1 zorlamaya galigtyorum. Tasarimda
soylenecek ¢ok sey oldugunu hissediyorum. Ve tasarim ile sanat arasinda biyiik bir fark
oldugunu diigiinityorum. Bence tasarim sanattan ¢ok daha fazla insana ulasabiliyor.

Zanaatkarlarin da higbir seyi degistirmedikleri ¢cok geleneksel teknikleri vardir. El
yapimi olmasina ragmen her zaman piiriizsiiz ve mitkemmel, ayn1 sekle sahip, nere-
deyse seri iiretim gibi iiriinler iiretilir. Objelerine baktigimizda bu zanaat tekniklerini
kullanmana ragmen bu “dokunulmaz” geleneksellesmis kurallar1 degistirmeye cesaret
ettigini gérityoruz. Belki bu konuyu Stefano Fusani ile yaptiginiz Dissonant Classicism
projeniz iizerinden konusabiliriz.

Déniigmeyen seyler 6lmeye mahkiimdur. Tarih bize sunu 6gretti: Eger zaman iginde
evrim gecirmezseniz ve etrafinizda olup bitenlere uyum saglayamazsaniz, 6yle bir an gelir
ki bir nesil o geleneksel zanaat olugturma yoéntemini segmez. Sonunda, o zanaati siirdiire-
cek bagka kimse kalmaz. Bence bir zanaat1 alip onu déniistiirmek, ya da i¢inde yasadiginiz
cagdas ortama uyarlamak i¢in hem gelenegi bilmek hem de i¢cinde bulundugunuz toplumu
okuyabilecek bir duyarliliga sahip olmak ¢ok 6nemli. Bu bazen dogru, bazen de yanlistir.
Bunu bazen yapabilirsiniz, bazen de yapamazsiniz. Ama gelenegin izini siirerek ve yasadi-
giniz yere uyum saglayarak onu gelistirmeye ¢alismak, ¢agdas toplumun kendisi ve gegmi-
si hakkinda bir seyler 6grenilmesine yardimei olacaktir. Zanaatin gelismesine ve sonunda
bagka bir seye donlismesini saglayacaktir. Gelenegin aslinda neden olustuguna dair asil
amaci da devam ettirecektir, ebeveynden gocuga aktarmak gibi. Iste bu yiizden gelenekle-
ri incelemek, bir zanaat tizerinde ¢aligmak ve bunu ¢agdas diinyada uygulamaya calismak
son derece ilgimi ¢ekiyor.

Dissonant Classicism projesine gelirsek... Turist istilas1 su anda Italya’da biiyiik bir me-
sele. Bu bir sekilde turizmin demokratiklesmesi ve kitle turizminin yerel halk i¢in bir fir-
sattan ¢ok sorun yaratmasiyla ilgili. Ciinkii kitle turizmi genellikle ziyaret edilen tilke ve
kultiir hakkinda yeterince bilgi sahibi olmaktan ziyade bir kiiltiiriin kligelerine atifta bulunu-
yor. Dissonant Classicism projesi Yunan kiiltiiriindeki antik kalintilar, vazolar ve siitunlar
gibi kliseleri inceliyor. Yani turistlerin bir sehirde gérmek istedikleri seyler. Performans ve
antik kalintilarin yeniden tiretimi yoluyla, kitlesel turizmin bir sehre veya kiiltiiriine yaklagi-
muni elestiriyoruz. Bu yiizden klasik Yunan kiiltiiriinden baz1 klise nesneleri yeniden tirettik.
Bunun da 6tesinde, Yunanistan’da klasik mimariyi siislemek i¢in kullanilan, iyi bilinen bir
zanaat yontemi kullandik. Stucco adi verilen bu zanaat Italya’da ve birgok Akdeniz iilkesinde
oldukca yaygin. Bu teknik tapinaklarin yapiminda kullaniliyordu. Mimariyi zenginlestir-
mek i¢in tag siitunlarin iistiine s1va uygulaniyor. Yani bir bakima “-mug gibi” yapiliyor. Biz de
benzer bir yaklagim izledik; bélgeden topladigimiz kumla hazirladigimiz bir al¢i kullandik
ve ardindan tasarladigimiz hacimlerin tizerine siva uyguladik. Atina Tasarim Forumu sira-
sinda yedi giin siiren bir performans yaptik. Sonug olarak, sadece bir dizi Yunan kalintisini
yeniden iiretmisiz gibi gériinse de proje, geleneksel bir zanaati cagdag tasarima uygulayarak
bugiiniin toplumuna elegtirel bir bakig sunuyor. Bu fikir hemen anlagilmasa da projelerimin
arkasinda her zaman daha fazlasi var.

Telluride isimli projen de baglamda ilging bir 6rnek ciinkii zanaat ile Napoli’ye 6zel
bir malzemeyi birlestiriyor ve bir malzeme arastirmasi sunuyorsun. Projeden, arastir-
ma siirecinden ve bu siirecin form geligtirme agamalarini nasil etkilediginden bahse-
debilir misin?

Napoli’nin bir banliyésiinde dogdum ve bitytidiim. Buranin ad1 Pozzuoli. Burada nere-
deyse her giin farkli bityiikliikklerde depremler oluyor ve buna Bradyseism ad1 veriliyor.
Napoli, en goriiniir yanardag: olan Vesuvio ile taninsa da, altinda Vesuvio’dan ¢ok daha
tehlikeli bir¢ok yanardag daha var. Phlegraean Fields bolgesinin tamamu lav ve gazla dolu
bir kaldera (patlama sonrasi krater zemininde olugan gukur) tizerinde yer aliyor ve burada
24 krater bulunuyor. Bradyseism yukari-asag) titregsen bir harekete sahip, yani yer kabugu
yukari ve agag1 hareket ediyor. Bu hareket, kalderada bulunan gazlarin miktarinin artmasi
ya da azalmasi ile tetikleniyor.

Bu olay ¢ok iyi bilinmiyor ve bence yeteri kadar konugsulmuyor. Bunun sebebi muhte-
melen bu volkanda yiizyillardir patlama meydana gelmemesinden, ya da kurumlar kesin
bir kagis plani tasarlamamasindan kaynaklaniyor. Ulusal Jeofizik ve Volkanoloji Enstitiisii
2018den bu yana bolgeyi tehlike derecesinde saridan turuncuya aldi, depremler ise art-
maya devam ediyor. Her Italya disina ¢iktigimda ve bu hikiyeyi anlattigimda insanlar
bana neden taginmadigimi soruyor. Agiklamasi zor; bu bélgede bes belediye var, yani
250.000°den fazla insan bu aktif yanardaglarin eteklerinde yasiyor. Yani bu kadar insan
bagka bir yere tagityamazsiniz. Nereye gidebilirler ki? Ayni zamanda son derece giizel bir
yer; deniz kenarinda, koylari var, arkada tamamen yesil olan bir yanardag var ve sahilden
gelen dogal termal su var. Ve yanardag oldugu i¢in toprak son derece verimli, bu nedenle
bolgeye 6zgii bir¢ok farkli meyve ve sebze yetisiyor.

Bu hikayeyi elle tutulur bir bicimde anlatabilmek i¢in ailemin evinin arkasindaki bu
volkanlardan bazilarinin tepelerinden taslar toplamaya bagladim. Bu taglari nasil manipii-
le edecegimi anlamaya galistim. Volkanlarin yarattig1 patlamalarin tipi nedeniyle tas gok
hafif. Cok sikistirilmis bir yogunlukta degil, bu yiizden oyulamiyor. Kimyasal olarak ana-

Also craftsmen have very traditional techniques that nothing can change. Even
though it is handmade, it is always smooth and perfect, has the same shape, almost
like mass produced. When we look at your objects, you use these crafting techniques
but you actually dare to change these “untouchable,” traditionalized rules. Maybe we
can talk about this topic through your project Dissonant Classicism where you collabo-
rated with Stefano Fusani.

I think if something is permanent, it is going to die. History taught us that if you’re not
able to evolve within time and if you’re unable to adapt to what’s happening around you,
there will be a moment when one generation won’t be able to pick that traditional way of
building up the craft. Eventually, there will be no other people who will pursue that craft.
I think it is essential to take a craft and transform it, or adapt it in the contemporary envi-
ronment that you live in, by having the sensibility to both know the tradition and read the
society you're in. Sometimes, it’s right; sometimes, it’s wrong. Sometimes you can do that,
sometimes you can’t. But trying to evolve it by tracing back to the tradition and adapting
to where you live will help contemporary society learn something about itself and its past.
It will help the craft evolve and eventually become something else. But it will pursue the
original aim of why tradition is done, like passing from parent to child. So, that’s why I am
extremely interested in studying traditions, studying a craft, and trying to apply it in the
contemporary world.

For the project of Dissonant Classicism... Being invaded by tourists is a big thing in Italy
right now. It is somehow related to the democratization of tourism and the fact that mass
tourism can result in more of a problem for the local community rather than an opportu-
nity. Because often mass tourism refers to cliches to a culture rather than being sufficient-
ly informed about the country and culture that are visiting. The project Dissonant Classi-
cism looked at the cliches in Greek culture, like the ancient ruins, vases, columns, etc.
Things that the tourists want to see in a city. Through the performance and the re-creation
of ancient ruins, We criticize the mass tourism’s approach towards a city or its culture.
That’s why we reproduced some cliché objects from classic Greek culture. On top of it, we
used a well-known craft in Greece, which was used to embellish the classic architecture.
This craft was pretty common in Italy as well as in many Mediterranean countries, which
is called Stucco. This technique was used in temples. They applied plaster on the top of
stone columns to enrich the architecture. So, in a way, they were faking it. We had a similar
approach; we used plaster mixed with the sand gathered locally, and then we applied Stuc-
co on top of the volumes we designed. Everything happened through a seven-day-long
performative act during the Athens Design Forum. The outcome might look like we only
reproduced a series of Greek ruins. Meanwhile, the entire process criticized contemporary
society, applying a traditional craft to contemporary design. That may not be read imme-
diately, but there is always something more behind my project.

Your project Telluride is also very interesting since you make a material research by
combining craft and a very sight specific material from Naples. Can you talk about
that project and your process of material research, and how it affected your form de-
velopment process?

I was born and raised in the suburb of Naples. This place is called Pozzuoli. Here, you
have earthquakes almost every day with different magnitudes, and it is called Bradyseism.
Napoli is known for its most visible volcano, the Vesuvio; however, many more volcanoes
are underneath, which are way more dangerous than Vesuvio. The entire area of Phlegrae-
an Fields lies on top of a caldera filled with lava and gas, and there are 24 craters. Brady-
seism has a sussultatory movement, meaning that the earth’s crust moves up and down.
This movement is provoked by the increasing or decreasing amount of gasses present in
the caldera.

The phenomenon is not well known, and it is, in my opinion, not talked about enough.
Probably because explosions of this volcano have not happened for centuries or because
the institutions designed no precise escape plan. Since 2018, the National Institute of
Geophysics and Volcanology updated the danger level of the area from yellow to orange,
and earthquakes are increasing.

When I am outside Italy and tell this story, people ask me why I don’t move out. It’s
complicated to explain; there are five municipalities, so over 250,000 people live on top of
these active volcanoes. So it’s not that you can move all these people. Where would they
go? Itis also an extremely beautiful place; it’s in front of the sea, there is a bay, there is the
volcano on the back that is completely green, and you have the natural thermal bath com-
ing from the beach. And because there is a volcano, the soil is extremely fertile, so you can
grow many different fruits and vegetables typical of the area.

To be able to tell this story through material, I started to gather stones from a hill of
some of these volcanoes behind my family’s place. And I was trying to understand how to
manipulate it. It’s a light stone because of the typology of eruptions created by these vol-
canoes. It’s not very compressed, so you cannot carve it. By analyzing it chemically, I real-
ized that the chemical structure of sulfur dioxide, the main composition of lava, was pret-
ty similar to the chemical structure of kaolin, the main element of porcelain. By following
this intuition, I tried to combine the two elements, creating a composite material.

Lava starts to melt around 600-700 degrees. So, I tried to reproduce this phenomenon
in my workshop by trying to melt the lava in a ceramic kiln. And the first experiments
ended with explosions, melting too much or too little. After a while, I was able to match
the melting point and have the stone completely combine with the porcelain. It was a
process of trial and error that brought me to the creation of the “Volcanic Porcelain.”

Basically, the material is a combination of porcelain clay and lava stone, which combine
together to create a new material, the Volcanic Porcelain. Of course, I can control the per-
centage of lava as well as the elasticity of the porcelain. However, some parts of the process
can not be controlled. I know what I put in the kiln, but what comes out is often a surprise.
Of course, after many years, I learned how to control the process in many different aspects. I
am able to create a perfectly designed object. However, some part is still left to the material
and how it acts in relation to heat. This is what makes each piece unique in its design.
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liz ettigimde, lavin ana bilesimi olan siilfiir dioksitin kimyasal yapisinin, porselenin ana
elementi olan kaolinin kimyasal yapisina olduk¢a benzedigini fark ettim. Bu sezgiyi takip
ederek bu iki elementi birlestirmeye ve kompozit bir malzeme yaratmaya galigtim.

Lav 600-700 derece civarinda erimeye basliyor. Ben de atélyemde lavi seramik firinin-
da eritmeye caligarak bu fenomeni yeniden iiretmeye galistim. flk denemeler patlamalar-
la, cok fazla ya da ¢ok az erimeyle sonuglanda. Bir siire sonra dogru erime noktasini egles-
tirebildim ve tagin porselenle tamamen birlesmesini sagladim. Bu, beni Volkanik Porselen
malzemesini yaratmaya gétiiren bir deneme yanilma siireciydi.

Temel olarak bu malzeme porselen kili ve lav taginin birlesiminden olusuyor ve bunlar bir
araya gelerek yeni bir malzeme olan Volkanik Porselen’i olusturuyor. Elbette lav ylizdesini ve
porselenin esnekligini kontrol edebiliyorum. Ancak siirecin bazi kisimlar: kontrol edilemi-
yor. Firina ne koydugumu biliyorum ama firindan ne ¢ikacagi ¢ogu zaman siirpriz oluyor.
Elbette yillar sonra siireci birgok farkli agidan nasil kontrol edecegimi 6grendim. Mitkem-
mel tasarlanmug bir nesne yaratabiliyorum. Ancak yine de bir kismi malzemeye ve 1s1ya kar-
s1nasil davranacagina kaliyor. Her bir par¢anin tasarimini benzersiz kilan da bu.

Bazen Campi Flegrei, Solfatara ve Vesuvius’tan gelen lavlari kullaniyorum. Etna’dan ge-
lenle denemeler yapmaya bagladim. Stromboli'den bir tane var. Béylece, Akdeniz gevre-
sindeki pek ¢ok farkli lavin ve bununla birlikte pek ¢ok farkli yerin haritasini ¢ikarmaya
bagladim. Her lav, bilesimine bagli olarak farkli sekilde ¢alisiyor ve tepki veriyor. Yani,
tasarladigim tiim nesnelerin benim i¢in bilinmeyen bir kismi var. Bu yiizden benim igin
son derece ilging bir proje, sadece ait oldugum bir yerin hikayesini anlattig1 i¢in degil, ayn1
zamanda kendimi ve gelistirdigim teknigi zorlamaya devam ettigi igin.

Insanlar ve yanardag arasindaki iligkiyi her zaman ilging bulmusumdur. Volkan hak-
kinda konustugunuzda konu “olup olmayacag:1” degil, “ne zaman” olacagidir. Bu garip bir
iligki ¢tinkii bir bakima sizi 6liim fikrine yaklastirtyor. Bunu sik sik diigiinmeyiz, ancak
her seyi heyecan verici kilan sey, bir seylerin sonlu oldugu gercegidir. Ve bagarmak istedi-
gimiz herhangi bir seyi bagarmak i¢in sinirli bir zamanimiz vardir. Ciinkii her sey sona
erecek ve bu bilingaltinda Napoliten kiiltiiriiniin ve hayata yaklagimlarinin bir pargasi.

Ornegin ben bir futbol taraftariyim ve firsat buldukga stadyuma gidiyorum. Napolide, fut-
bol maginin ilk ve ikinci yarisi arasinda her zaman sylenen ve yanardagin patlamasina atfedi-
len bir tezahiirat vardir. Bu tezahiirat volkan patlamasiyla yok olmaktan bahsediyor, insanlar
bunu séylerken dans ediyor ve sarki séylityorlar. Ziplayan, bagiran ve 6lmek isteyen 60.000
kisiyi duymak gercekten ¢ok etkileyici. Bu, korkuyu kovmanin ya da kontrol edilemeyen veya
anlagilamayan bir varliga “dua etmenin” bir yolu gibi. Yanardag bizim i¢in bir Tanri gibi.

Telluride, bu malzeme ile yaptigim nesnelerin bir koleksiyonundan olusuyor. Ayni za-
manda, Roma’da Contemporary Cluster adl1 bir sanat galerisi i¢in Entrata dell’Inferno adli
ti¢ boliimden olugan mekéna 6zgii bir yerlestirme yaptim: Telluride objeleri, videolar ve
bir ses manzarasi. Video i¢in yanardag ile Napoli'deki yerlesim arasindaki yakinlig1 gés-
termek amaciyla bir drone kullandim.

Yani ¢caligsmalarin ¢ogunlukla insanlarin ve mekéanlarin hikayeleriyle sekilleniyor.

Tasarimcilarin gergekten bir gey tasarlamak i¢in tasarim nesnelerine bakmalar: gerek-
tigine inanmiyorum. Daha ¢ok ¢evrelerindeki insanlara, onlarin baglamlarina ve gergekte
ne olduklarina bakmalilar. Tasarlayacaklar: bir nesneden ziyade anlatacaklar: bir hikaye
aramalilar. Esyalara bogulmus bir toplumda bir hikaye anlatmanin gerekli olduguna ina-
niyorum. Cogu zaman nesneler, tasarimcilar igin bir sinirlamaya neden olabilir. Bence
tasarim, insanlarla iletisim kurmak i¢in yeni medyumlar kegfetmeli.

Gelecek projelerin ve planlarin neler? Yakin zamanda bir projen var mi1?

Eylil baginda Milano'da bir atdlye ¢alismas1 yapacagim. Torino merkezli kar amaci
gitmeyen bir kurulus olan In-residence tarafindan Variable Threshold adl1 bagka bir tasa-
rimciyla birlikte bir atélye ¢aligmasi yiiriitmek tizere davet edildim. Milano’daki ADI Ta-
sarim Miizesi’nde diizenlenen at6lyede tasarim ve arastirma iizerine diigiiniip tartigacagiz.
Nesneler arasindaki boslugu ve konfor alanimizin ve bildiklerimizin digina ¢iktigimizda
nasil tepki verdigimizi arastiracagiz. Katilimcilar, sadece dort giin siirecegi i¢in nihai bir
proje gelistiremeyecekler; bunun yerine kendileri i¢in olas1 bir proje haline gelebilecek bir
sey i¢in bir baglangi¢ noktas: gelistirecekler. Olaylara bakis agimiz1 degistirmek i¢in bir-
kag egzersiz gelistirerek sinirlar fikriyle caligmak istiyoruz. Ornegin, 20 farkli yerden 20
6grencinin kendi kékenleri ve gelenekleriyle ilgili bir baglam tanimlamalar1 gerekiyor.
Kiiltiirlerini temsil eden birkag unsur segmeleri gerekiyor ve bu bir sembolden bir zanaata,
bir gelenekten kisisel bir ilgiye, veya bir nesneye kadar her sey olabilir. Bu unsurlari tanim-
ladiktan sonra aragtirmalarini bir bagkasina verecekler. Ve bu konuda higbir sey bilmeyen
ya da en azindan ¢ok az sey bilen diger kisinin bir sonug tasarlamasi gerekiyor. Bu, kendi
kiiltirlerini isteyerek paylasarak kiiltiirel sahiplenme fikrine meydan okuyan bir egzersiz-
dir. Bence bu, i¢inde yagsadigimiz bu 6zel zamanda gelistirilmesi gereken temel bir egzer-
siz olabilir ¢iinkil bir tasarimci (ve bir insan) olarak, erdemlerini ve miicadelelerini anla-
mak i¢in kendinizi bir bagkasinin yerine koyabilmeniz gerekiyor. Bu ayni zamanda
kileariin kendisi i¢in de 6nemli ¢iinkii bu kiiltiirii paylasarak benzerliklerin yani sira fark-
liliklarin da farkina varabiliriz. Bu neredeyse her birimiz i¢in bir empati egzersizi.
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Sometimes, I use lava from Campi Flegrei, Solfatara, and Vesuvius. I started to experi-
ment with the one from Etna. I have the one from Stromboli... So, 'm starting to map a lot
of different lava around the Mediterranean Sea and, together with it, many different plac-
es. Each lava works and reacts differently based on its composition. So, all the objects I
design have some part which is unknown to me. So that’s why it’s extremely interesting as
a project for me, not only because it tells the story of a place I belong to but also because it
keeps challenging myself and the technique I developed.

I always find the relationship between people and the volcano interesting. When you
talk about the volcano, the topic is not “if ” it will happen but rather “when” it will happen.
That is a weird relationship to have because, in a way, it closens you to the idea of death.
We do not often think about it, but what makes things exciting is the fact that these things
are finite. And we have a limited amount of time to achieve anything we want to achieve.
Because things will end, and this, subconsciously, is part of the Neapolitan culture and
their approach to life.

For instance, I am a football fan, and I always go to the stadium when I can. In Naples,
there is a chant that they always sing between the first and second half of the football
game, which incites the volcano to explode. It talks about disappearing by a Volcano ex-
plosion, meanwhile dancing and singing. It is impressive to hear 60,000 people jumping,
shouting, and asking to die. It is a way of exorcizing the fear, or “praying” to an entity that
can not be controlled or understood. The volcano is like a God to us.

The project Telluride has become a collection of objects I did with this material. At the
same time, I also made a site-specific installation called Entrata dell’Inferno for an art gal-
lery in Rome called Contemporary Cluster, made out of three sections: the Telluride ob-
jects, peripheral videos, and a soundscape. I used a drone for the video to show the prox-
imity between the volcano and the settlement in Naples.

So your work is mostly shaped by the stories of people and places.

I don’t believe that designers need to look at design to actually design something. They
should look more at the people around them, their context, and what they actually are. They
should look for a story to tell rather than an object to design. I believe that telling a story is
necessary in a society overwhelmed with items. Often, objects may result in a limitation for
designers. I think design should explore new media to communicate with the public.

FRANCESCO PACE, TELLURIDE, 2018. FOTOGRAF PHOTO FABRIZIO VATIERI

Egyalara bogulmus bir toplumda

hikaye anlatmanin gerekli olduguna
inaniyorum. Cogu zaman nesneler,
tasarimcilar i¢in bir sinirlamaya neden
olabilir. Bence tasarim, insanlarla iletisim
kurmak i¢in yeni medyumlar kegfetmeli.

I believe that telling a story is necessary
in a society overwhelmed with items.
Often, objects may result in a limitation
for designers. I think design should
explore new media to communicate

with the public.

What are your future projects and plans? Do you have upcoming work and exhibitions?

I will do a workshop in Milan at the beginning of September. I was invited by In-resi-
dence, a non-profit organization based in Turin, to lead a workshop with another design-
er called Variable Threshold. It is held in the ADI Design Museum in Milan to think and
discuss design and research. We will investigate the space between things and how we re-
act when put out of our comfort zone and out of what we know. The participants will not
develop a final project because it is only for four days; they will instead develop a starting
point for something that can become a possible project for them. We want to work with
the idea of borders, developing a few exercises to change our perspective on things. For
instance, 20 students from 20 different places need to define a context related to their ori-
gins and traditions. They need to choose a few elements that represent their culture, and
it can be anything, from a symbol to a craft to a tradition to a personal interest to an ob-
ject, etc. After defining these elements, they will give their research to somebody else. And
this other person, who knows nothing about it, or at least very little, needs to design an
outcome. It’s an exercise that challenges the idea of cultural appropriation by willingly
sharing their culture. I think this might be a fundamental exercise to develop in this spe-
cific time we live in because, as a designer (and as a human being), you need to be able to
put yourself in someone else’s shoes to understand their virtues and their struggle. It is
also important for the culture itself because by sharing it, we might recognize similarities
as well as differences. It is almost an exercise of empathy for each other.

FRANCESCO PACE, ENTRATA DELL'INFERNO, 2022, CONTEMPORARY CLUSTER
SERGI GORUNTUSU, ROMA. FOTOGRAF GIORGIO BENNY

FRANCESCO PACE, ENTRATA DELLINFERNO, 2022, EXHIBITION VIEW FROM
CONTEMPORARY CLUSTER, ROME. PHOTO GIORGIO BENNY
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Roportaj: Interview: Liana Kuyumcuyan

Asbestin
ikinci hayat
Second life of

asbestos

Benedetta Pompili, malzeme arastirmalarina odaklanan bir sosyal tasarimci. Killerin elde

edilme siireglerini arastirdig, kirli nehir kiliyle ¢alistig1 ve ihtiya¢ duyulan kil miktarini

azaltmak icin asbesti bir dolgu maddesi olarak isledigi Maddeyle Konusmak projesi hakkinda

konustuk. Projenin odak noktasi, malzemeler ve teknikler, endiistri ve zanaat, uzmanlar ve

kurumlar, bilimsel bulgular ve kiiltiirel cagrisimlar arasinda diyaloglar kurmak

Benedetta Pompili is a social designer focusing on material research. We talked about her

project Conversing with Matter, where she explores extractive stories of clays, working with

polluted river clay, and treating asbestos as a filler to lessen the amount of mined clay needed.

Her focus is to establish conversations between materials and techniques, industry and craft,

experts and institutions, scientific findings and cultural associations

BENEDETTA POMPILI,
MADDEYLE KONUSMAK,
2021. NEHIR KILI VE
ISLENMIS ASBEST.
BENEDETTA POMPILI

IZNI VE TELIF HAKKIYLA.
ASBETER HOLDING, DESIGN
ACADEMY EINDHOVEN VE
WETERING DESTEGIYLE.
BENEDETTA POMPILI,
CONVERSING WITH
MATTER, 2021. RIVER CLAY
AND TREATED ASBESTOS.
COURTESY AND COPYRIGHT
OF BENEDETTA POMPILI.
MADE WITH THE SUPPORT
OF ASBETER HOLDING,
DESIGN ACADEMY
EINDHOVEN, AND
WETERING

Asbestle calismaya ilk olarak Maddeyle Konusmak projenle baslamistin. Projenin
hikéyesini ve kil yapim siireclerinde asbesti nasil kullandigini anlatabilir misin? Bu
caligma seramige ne tiir 6zellikler katiyor?

Maddeyle Konusmak, Design Academy Eindhoven’daki Sosyal Tasarim Yiiksek Lisans
programindaki mezuniyet projemdi. Tanimlanmug bir dizi nesneden ziyade, bir aragtirma
yontemi tasarlamak istedim. Caligmak i¢in farkli malzemeler ve kaybolan teknikleri arag-
tirirken, Covid-19 sebepli seyahat kisitlar1 yaklagiyordu. Bu siiregte yaganan kisitlamalara
ragmen bulugmaya hevesli yerel bir seramikgi ile is birligi yapmaya bagladim. Seramik
carkini 6grenirken kilin ne kadar canli oldugunu ve ne kadar ¢ok karaktere sahip olabile-
cegini fark ettim. Bu iliskinin kurulmasi beni seramik yapiminin temelini aragtirmaya y6-
neltti. Siireci bizzat takip etmek, miimkiin oldugunca dahil olmak ve 6grenme yolundaki
her se¢imle ilgilenmek istedim. Meuse nehrinden gelen yerel bir kil ile ¢caligmaya bagla-
dim. Bu kil, suyun aktif varlig1 nedeniyle siirekli biiyiiyor; teknik dilde “samot” veya
“grog” olarak adlandirilan, pisirmeden 6nce ve sonra iiriinii daha saglam hale getirmek
i¢in esit olarak karistirilan taneler icermiyor. Endiistriyel olarak islenen ve kiiresel olarak
tedarik edilen killer, kirlilikten etkilenmeyen ancak ayni zamanda sinirli olan eski ¢ukur-
lardan gikariliyor ve yiiksek oranda pisirilmis ve 6giitiilmils seramiklerle bu amag igin tire-
tilmis samot igeriyorlar. Bagka bir deyisle, endiistriyel grog yapmak i¢in yeni ¢ikarilmig
malzemeler ve yiiksek enerji kullanimi gerekiyor. Uyguladigim nehir kili i¢cin dongiisel bir
secenek bulmak tizere atik depolama alanlarini aragtirirken, asbestin toksik varligi nede-
niyle malzemeleri geri kazanmanin neredeyse imkansiz oldugunu farkettim. Bu noktada
asbestle baga cikmanin yollarini aragtirdim ve yerel bir asbest aritma arastirma merkezi ve
sirketi olan Asbeter Holding ile is birligi yapmaya bagladim. Islenmis asbestli cimentolari,
lifsiz -dolayisiyla giivenli- bir amorf silika ve kalsiyum oksit karisgimindan olusuyor ve kile
karistirildiginda ekstra yalitim ve hafiflik saglarken firinlama sicakligini diigiiriiyor.

Bu asbest atiklarini kullanarak déngiisel bir iiretim bi¢imi 6nerdigin Yoklugunun
Varliginda isimli bir projen daha var. Bu aydinlatmayi iiretmek icin ne gibi yeni tek-
nikler kullandin?

Maddeyle Konusmak ile kilden olusan kompozisyonlara odaklandiktan sonra, pargalar
sirlarken kendimi silahsizlanmug hissettim. Her ne kadar onlar1 kil gévdeye gosterdigim 6ze-
ni gostererek yapmak istesem de zamanim kalmamigti. Bu nedenle, bir yil sonra Amster-

You first started to work with asbestos in your project Conversing with Matter. Can you

explain the project’s background story and how you used asbestos in your clay-making
processes? What kind of features does it add to the regular potteries?

Conversing with Matter is a graduation project for the Social Design Master’s pro-
gramme I undertook at Design Academy Eindhoven. I wanted to bring in a project con-
ceived as a research path rather than a defined series of objects. While looking into dif-
ferent materials to work with and the related techniques that are getting lost, COVID-19
was impending to travel. So, I started collaborating with a local potter keen on meeting
despite the health crisis. While learning the potter’s wheel, I realized how lively the clay is
and how many characters it may have. The building of this relationship led me to inquire
into the very basis of ceramics making. I wanted to follow the process bit by bit in person,
to be involved as much as possible and take care of each choice along the learning path. In
this way I came about working with a local clay body originating in the Meuse river. Wild
clay is perpetually growing due to the active presence of water; it doesn’t contain what in
technical vocabulary is called chamotte or grog: unshrinking grains mixed equally in the
material to make it more stable before and after firing. Industrially processed and globally
supplied clays are mined from ancient open pits, which are untouched by pollution but also
finite, and contain chamotte made for the purpose with highly fired and grinded ceramics.
In other words, to make industrial grog entails freshly mined materials and high energy use.
While looking into landfills to find a circular option for the river clay I was applying, I dis-
covered it was nearly impossible to recoup materials due to the toxic presence of asbestos. At
this point I looked into ways to deal with it and started collaborating with a local asbestos
treating research center and company, Asbeter Holding. Their treated asbestos-cement is a
fiber-free -hence, safe- mix of amorphous silica and calcium oxide that, when mixed in the
clay, conveys extra insulation and lightness while lowering its firing temperatures.

You also developed another project called In Presence of Your Absence, in which you
propose a circular mode of production by using asbestos waste. What new techniques
have you found to make the lighting?

After having led such a dive into the very composition of a clay body with Conversing
with Matter, I felt disarmed while glazing the pieces. Although I urged to craft them with
the same care I had applied with the clay body, I had no time left. So, while being a Tech
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dam’daki Rijksakademie van Beeldende Kunsten'de Teknik Aragtirmaci olarak calisirken,
nihayet iglenmis asbestin sir yapiminda evsel cam atiklarla birlikte kullanimini inceleme
firsat1 edindim. Bagkalarinin da ayn seyi yapmaya baglayabilmesi i¢in tarifin miimkiin ol-
dugunca déngiisel ve kolay olusturulabilir olmasini hedefledim. Sirin i¢ini gérmenin ilgi ge-
kici olacagini diigiindiim. Boylece, herhangi bir model ya da kalip olmadan ince porselen
tabaklarin nasil slip dokiim yapilacagini 6grendim. Gergekten zorlu bir siiregti.

Proje nasil devam ediyor?

Is birligi yonii her zaman agik. Islenen yan iiriinler, asbest killerin bilegsimine ve isleme
stirecindeki degisikliklere bagli olarak zaman i¢inde degisim gosterebiliyor. Bu da zaman
icinde daha iyi hale gelen, siirekli gelisim i¢inde olan bir malzeme yaratilmasina olanak
sagliyor. Ben bagladigimda, islenmis asbest ¢ogunlukla sert silikaydi; su anda ise olduk¢a
gozenekli. Su siralar aragtirma mithendislik asamasinda, yani Avrupa Birligi, yayginlasti-
rilmasi ve uygulanmasi igin 6lgegi biiyiitebilmek amaciyla projeyi finanse ediyor. Onii-
miizdeki yillarda, bu yan iiriiniin diger tireticiler ve yeniden kullanim amaglari i¢in yaygin
olarak kullanilabilir hale gelecegini umuyorum. Ancak aritma siirecini uygun tesislere bi-
rakmanin ve tireticilerin yalnizca giivenli alanlar ve tiriinlerle caligmasinin ¢ok 6nemli ol-
dugunun altini ¢izmek isterim. Bu nedenle, politik gevrelerin de bu konuya egilecegini ve
aragtirmalar1 destekleyecegini umuyorum.

Bu malzeme “tehlikeli” olarak kabul edilse de, 6zellikle kentsel doniisiim altindaki
sehirlerin her yerine yayilmis durumda. Asbestin insaatlarda kullanimi yasaklanmig
olsa da bir¢cok bina zaten bu malzemeden yapilmis. Tiim yikimlarin ardindan atik ha-
line gelecek bu malzemeye ikinci bir hayat veriyorsun. Malzemenin gelecekteki kulla-
nimlar1 hakkinda ne diigiinityorsun?

Asbestle ¢alisirken tetikleyici buldugum sey yasaklanmis olmasi. Cogu tilkede artik ¢1-
karilmasina izin verilmiyor. Asbest ise ureticileri gegici kaynaklar bulmaya zorladig) icin
stipheyle yaklagiliyor. Benim géziimde bu gegici durum islenmis asbesti, insan zamanina
kargit olarak zaman ve jeolojik zamandaki finansal ve politik insan merkezli se¢imlerin
etkisi hakkinda bilgi verebilecek nadir bir hammadde haline getiriyor. Insanlari, ne kadar
hizli madencilik yaptigimizi ve hal4 ne kadarina ihtiya¢ duyduklarini fark edebilecekleri
bir konuma getiriyor. Bu nedenle, aritma olasiliginin ortalama miktarlarda tutulacagini ve
siirecin giderek daha verimli hale gelecegini ictenlikle umuyorum. Sonug olarak, iglenmis
yan uriiniin gelecekteki bilesimine bagli olarak, mimarlarin ve tasarimcilarin, i¢ ve dig
mekan bina uygulamalari i¢in 6zelliklerini alarak, zeka ve yaraticilikla ¢alisacaklarina ina-
niyorum. Ornegin, yalitim kil bloklarindan havalandirmali bogluklu duvarlara ve gat1 ki-
remitlerine kadar birgok seramik iiriin enerji verimliligi yaratmaya yardimei oluyor. Ozel
ve kamu binalarinin yenilenmesi ve iyilestirilmesi arttik¢a, farkindalig1i artirmanin ve
dongiisel amaglar1 merkezde tutmanin ¢ok 6nemli olduguna inanryorum.

Giincel olarak neler iizerine ¢aligiyorsun?

Simdi, yaklasan bir sergi icin RAW.0bj isimli bir proje tizerine ¢aliliyorum. Arastirmay1
kiiciik bir boyuta tasiyarak kesfettiklerimi laboratuvar duvarlarinin digina tagimak iste-
dim ki bu da nis ve dar bir alan yaratabilir.

Ayrica seramiklerde hayvan kalintilarina odaklanan ve saha gériigmeleri yaparak ve kiil-
tiirel unsurlari toplayarak daha fazla zaman gecirmemi saglayacak yeni bir uygulamali arag-
tirma projesi gelistiriyorum. En kisa zamanda bagka alanlarda da ¢aligmay1 hedefliyorum.
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Fellow at Rijksakademie van Beeldende Kunsten in Amsterdam the year after, I finally
studied the uses of treated asbestos in combination with household glass waste for glaze
making. I wanted the recipe to be as circular and easy to compose as possible for others
to jump in and start doing the same. I felt it would have been intriguing to see through
the glaze. So, I learnt how to slip cast thin porcelain plates without any models or molds.
Indeed, a very challenging process.

How is the project continuing recently?

The collaborating aspect is always present. The treated byproduct changes in time de-
pending on the composition of the asbestos cement and on the changes in the treating
process. It allows for a material in continuous development that gets better in time. When
I started, treated asbestos was mostly hard silica; currently, it is highly porous. Right now,
the research is in an engineering phase, which means the EU is funding a scale-up for it
to be diffused and applied. In the coming years, my hope is that this byproduct will be-
come widely available for other makers and reusing purposes. But I urge you to say that
it is crucial to leave the treatment process to proper facilities and to have makers working
only with safe spaces and products. So, let us hope politics will take care of this issue and
support research.

You use a material considered “dangerous,” but it is everywhere nowadays, espe-
cially in cities under urban transformation. Even though asbestos has been forbidden
to be used in construction now, many buildings are made out of this material. You aim
to give a second life to it which will become waste after all the demolition. What do
you think about its future uses?

What I find triggering in working with asbestos is its forbidden state. No more extrac-
tion is allowed in most countries. Therefore, many makers feel skeptical about it since
asbestos forces them to think about temporary resources. In my eyes, its temporary state
makes treated asbestos a rare raw material that can inform about the impact of financial
and political anthropocentric choices in time and geologic time in opposition to human
time. It puts humans in the position to realize how quickly we mine and how much they
still need. So, I sincerely hope that the possibility of the treatment will become average,
and that the process will become more and more efficient. Consequently, depending on
the future composition of the treated byproduct, I believe architects and designers will
work with it with intelligence and creativity, taking in its properties for indoor and out-
door building applications. For example, many ceramic products, from insulating clay
blocks to ventilated cavity walls and roof tiles, help create energy efficiency. As renovating
and upgrading private and public buildings grows, I believe it is crucial to raise awareness
and to keep circular aims at heart.

What are you working on right now? Do you have future projects or exhibitions
that you would like to share?

Now, I am developing the project RAW.obj for an upcoming exhibition. I wanted to
scale up the research to a small size to ground what I have discovered and breach through
the lab walls, which can prove niche and narrow.

I am also developing a new applied research project that focuses on animal remains in
pottery and lets me spend more time doing field interviews and collecting cultural aspects.

Meanwhile, I dream of working with other mediums in the future.

BENEDETTA POMPILI, YOKLUGUNUN VARLIGINDA, 2022. PORSELEN UZERINE
ISLENMISASBEST SIR. BENEDETTA POMPILI IZNI VE TELIF HAKKIYLA.
RIJKSAKADEMIE VAN BEELDENDE KUNSTEN DESTEGIYLE.

BENEDETTA POMPILI, IN PRESENCE OF YOUR ABSENCE, 2022. TREATED ASBESTOS
GLAZE ON PORCELAIN. COURTESY AND COPYRIGHT OF BENEDETTA POMPILI
MADE WITH THE SUPPORT OF RIJKSAKADEMIE VAN BEELDENDE KUNSTEN
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SiniMan asmak:
Uc tasanmci cagdas
tasanm hakkindaki

dusuncelenmizi
nasil degistiriyor?

Hizli teknolojik gelismelerin, sosyal calkantilarin ve artan ekolojik
kaygilarin damgasini vurdugu bir ¢agda, tasarimin rolii derin bir
dontisiim geciriyor. Artik nesnelerin salt estetigi veya igleviyle sinirli
kalmayan ¢agdas tasarimcilar, geleneklere meydan okumak, soylemleri
harekete gecirmek ve icinde yasadigimiz diinyay1 yeniden hayal etmek
icin zanaatlardan yararlaniyorlar. Sinwrlar: asmak: Ug tasarimer ¢agdas
tasarim hakkindaki diisiincelerimizi nasil degistiriyor baglikli bu
roportaj derlemesi, bu tiirden ti¢ yenilik¢i zihne bir pencere agiyor:
Anna Aagaard Jensen, Audrey Large ve Leo Orta
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Transcending
boundanes:

How three designers
are changing the
way we think about
contemporary
design

Dosya Dossier: Nilsu Oztiirk

In an age marked by rapid technological advancements, social upheaval,
and increasing ecological concerns, the role of design is undergoing a
profound transformation. No longer confined to the mere aesthetics or
function of objects, contemporary designers are leveraging their craft

to challenge conventions, prompt discourse, and reimagine the world
we inhabit. This collection of interviews, titled Transcending boundaries:
How three designers are changing the way we think about contemporary
design, offers a window into the minds of three such innovators:

Anna Aagaard Jensen, Audrey Large, and Leo Orta
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ANNA AAGAARD JENSEN, A BASIC INSTINCT, 2018.
FOTOGRAF PHOTO: IRIS RIJSKAMP

ANNA AAGAARD JENSEN, CHAIR: POTENT,
GRACE, 2020. COURTESY OF PERES PROJECTS &
FUNCTIONAL ART GALLERY IZNIYLE

ANNA AAGAARD JENSEN, TABLE: HER, POTENCY,
2020. COURTESY OF PERES PROJECTS &
FUNCTIONAL ART GALLERY IZNIYLE

Mobilya tasarimi baglaminda “siradis1” kavramini nasil tanimlarsin?

Nedense “siradig1” kelimesi genellikle olumsuz bir ¢agrisim yapiyor. Bana gore “siradis1,”
genelde norm olarak kabul edilenden sapan bir seyi ifade eder. Belirli bir baglamda go-
rilmedigi ve bu nedenle uymayan bir sey olarak algilandig icin siradis1 hale gelir. Bu, bir
seyin kendisinden ¢ok bizim hakkimizda bir seyler soyliiyor ve bu yiizden de “aligildik”
kavramini -6zellikle mobilya tasariminda- klasik sekiller, islevler ve baglamlardan daha
fazlasini igerecek sekilde genigletmeliyiz.

Gecmiginin ve kigisel deneyimlerinin tasarimlarindaki 6zgiinliigii nasil etkiledigini
diisiiniiyorsun?

Cinsiyete dayali muamele konusu bir tasarimci olarak benim baslangi¢c noktamdi.
Lisans ge¢misim bunda biiyiik rol oynadi; Danimarka’da okudugum dénemde cinsiyet
kapsayicilig1 ve bu konudaki eksikligi nedeniyle okulumu biraktim. Baglangigta, klasik
mobilya tasarimini modasi ge¢mis ve erkekler tarafindan dikte edilen bir seyle iligkilen-
dirdigim i¢in uzak durdum. O zamandan beri goriiglerim degisti, ancak o ddnemde bu
se¢imi yaptigim i¢in pigman degilim. Kegke klasik yaklasim ile cinsiyet arasinda bir bag
kurmasaydim ve klasigi sadece estetik acidan giizel ve ayni zamanda (tasarimda) yagam
bigimlerimiz tizerinde biiyiik etkisi olan bir sey olarak gérebilseydim.

Tasarimda genellikle g6z ard1 edildigini veya marjinallestirildigini diisiindiigiin
hikayeleri veya anlatilar1 detaylandirabilir misin?

Kadinsi olarak kategorize ettigimiz seylerin etrafinda dénme egiliminde olan hiké4yeler
ve anlatilar genellikle goz ardi ediliyor.

Sandalyelerin nesnelerden daha fazlas1 gibi goriiniiyor; mesela Lady 4 veya Lady
with Balls gibi islerinin sanki kisilikleri var. Onlar1 isimlendirme ve kisilestirme ko-
nusunda nasil bir yol izledin?

Bu her zaman benimle onlar arasinda bir sohbetten olusuyor. $ekiller ortaya ¢ikmaya
basladik¢a onlar1 daha iyi taniyorum. Bu bir arkadasligin baglangicina benziyor; birlikte
ne kadar ¢ok zaman gegirirseniz, onlar1 o kadar ¢ok taniyorsunuz. Her bir nesneyi yarat-
mak zaman aliyor ve bu nedenle birlikte ¢ok zaman gegiriyoruz, bu siire zarfinda kisilik-
leri ve dolayisiyla isimleri ortaya ¢ikiyor.

Kadin bedenine odaklandigini g6z oniine alarak, vizyonunu en iyi sekilde yansitti-
g1 ditsiindiigiin belirli malzemeler veya teknikler var mi1?

Kusurlulugu kucakliyorum, siire¢ gelistik¢e nesnenin kendini sekillendirmesine ve
kendi dilini konugmasina izin veriyorum. Onceden belirli bir sekil planlamiyorum. Se-

Anna Aagaard Jensen

How would you define “unusual” in the context of furniture design?

For some reason, the word “unusual” often carries a negative connotation. To me, “un-
usual” signifies something that deviates from what is generally considered the norm. It
becomes unusual because it is unseen in a specific context and is therefore perceived as
something that does not fit. It says more about us than the thing itself, and we probably
should expand the notions of what is “usual” —especially in furniture design so that it
includes more than just classical shapes, functions, and contexts.

How do you think your background and personal experiences influence the unique-
ness of your designs?

The issue of gender-based treatment was my starting point as a designer. My BA back-
ground played a part; I left my schooal in Denmark due to its lack of gender inclusivity
and openness at the time I studied there. Initially, I steered away from classical furniture
design, associating it with something outdated and dictated by men. My views have since
evolved, but I don’t regret making that choice at the time. I wish that I didn’t connect
classical with gender and just saw classical as something aesthetically beautiful and also
something (within design) that had and has a huge impact on our ways of living.

Could you elaborate on the stories or narratives that you feel are often overlooked
or marginalized in design?

Stories and narratives that tend to revolve around what we categorize as feminine are
often overlooked.

Your chairs seem to be more than just objects—they have personalities, like Lady 4
or Lady with Balls. How did you go about naming and personifying them?

It’s always a conversation between me and them. As the shapes start to emerge, I get to
know them better. It’s akin to the beginning of a friendship; the more time you spend together,
the more you get to know them. It takes time to create each object and therefore we spend a lot
of time together, throughout this their personality comes out and thereby the name.

Given your focus on the female body, are there specific materials or techniques you
find best communicate your vision?

I embrace imperfection, allowing the object to shape itself as the process evolves and
to speak its own language. I don’t plan a specific shape beforehand. Planning shapes and
sculpting has created unrealistic forms and perpetuated a certain image of body over time.
I don’t say that the Ladies look like human form, but they carry an attitude that is allowed
as they shaped themselves through my hands.

ANNA AAGAARD JENSEN, CHAIR:
HER, GRACE, 2020. COURTESY OF
PERES PROJECTS & FUNCTIONAL
ART GALLERY IZNIYLE

ANNA AAGAARD JENSEN, TICKLE,
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killeri planlamak ve yontmak gercek¢i olmayan formlar yaratti1 ve zaman iginde belirli
bir beden imajin siirdiirdii. Lady’lerin insan formuna benzedigini séylemiyorum, ancak
ellerimin izin verdigi sekilde bir tavir tagiyorlar.

Sanatgi ve tasarim kolektifi Morph’un bir parcasi olmak ve Gerrit Rietveld Akade-
misi’nde ders vermek farkli perspektifler sunuyor olmali. Ogrencilerini tasarimlarin-
da normlara ve geleneklere meydan okumalari i¢in nasil tegvik ediyorsun?

Umarim kendileri olmalarina izin verdigimi diigiiniiyorlardir. Ben didaktik 6gretim
yontemlerinden yana degilim. LAB, DesignLAB béliimiiniin yarisin1 olusturuyor ve bu
akademi yolculugunda kilit bir bilesen. Deneylere a¢igiz; bu sayede basarisizliklar1 da
-hatta bunu her seyden ¢ok- tesvik etmeyi amacliyoruz. Birbirimizin yaninda durmak i¢in
is birligine dayali ¢abalara inaniyorum ve bu topluluk ve destek duygusuna béliimde faz-
lasiyla odaklaniyoruz.

Sandalyelerinden birine oturan veya onunla etkilesime giren birinden unutamadi-
g1n veya beklenmedik bir tepki aldigin oldu mu?

Tepkiler bityiik farkliliklar gosteriyor. Cogu insan bu deneyime ve beraberinde getir-
digi duygulara odaklaniyor. Sandalyede kendini rahatsiz hisseden biriyle konugmugstum
¢iinkii bu ona dogumu hatirlatmisti. Bu konuda aydinlatic1 bir konugma yaptik, gocugum
olmadigs i¢in sandalyenin kullaniminda bu tiir bir génderme yaptigimi farketmemigtim.
Bazi insanlar sandalyelerde kendilerini ¢iplak hissetti, ancak degerli olan, insanlarin san-
dalyelerde nasil hissettiklerini sik sik tartigmamizdi. Nesneye deger katan, sandalyelerin
getirdigi bu sohbetler. Kamusal alanda kendi bedenlerimiz ve herkes gibi yer alma hakki-
miz tizerine diigiindiirityor. Neden bu hakka sahip olmadigimizi sorgulamaya bagladigi-
mizda, normlari yapici bir sekilde yitkmaya baglayabiliriz ve bu da insan ve toplum olarak
ilerlememize yardimci olacaktur.

Vizyonunu ve mesajin1 gercekten 6zetleyen bir eserini se¢men gerekseydi bu han-
gisi olurdu ve neden?

Mezuniyet projem olan ve Utrecht’teki Centraal Miizesi tarafindan satin alinan The
Big Lady olmal1. Bu eser sadece kadinlar1 kamusal alanda daha fazla yer kaplamaya tegvik
etmekle kalmryor, ayni zamanda bir sandalyenin iglevinin ve toplumsal normlarin birle-
siminin kadinlarin kamusal alanda daha az yer kaplamasina nasil yol agtigini sorguluyor.
Ayrica, insanlarin bir sanat eserine baktig1 gibi bakmak yerine eserin {izerine oturmasina
izin vererek miizenin kurallarini1 da degistiriyor. Bu sonuncusu benim i¢in en 6nemli ko-
nulardan biri oldu.
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Being part of the artist and design collective Morph and teaching at the Gerrit Ri-
etveld Academy must offer various perspectives. How do you encourage your students
to challenge norms and conventions in their designs?

I hope that they would say that I allow them to be themselves. I am not one for didactic
teaching methods. LAB constitutes half the name of the department DesignLAB and this
is a key ingredient in the journey through the academy. We are open for experiments and
aim to encourage it more than anything, and through that, failures as well. I believe in
collaborative efforts in the sense of standing by each other’s sides and this sense of com-
munity and support is very evident and is something we focus on at the department.

Has there been a particularly memorable or unexpected reaction from someone
who sat on or interacted with one of your chairs?

Reactions vary widely. Most people lean into the experience and the emotions that
come with it. I had one conversation with someone who felt uncomfortable in the chair
because it reminded her of childbirth. We had an insightful discussion about this, and
since I don’t have kids, I don’t get these references whilst using the chair myself. Some
people have felt exposed in the chairs, but what’s valuable is that we often discussed how
people felt in the chairs. It is these conversations that the chairs bring that give value to
the object. It’s the reflection on our own bodies in public space and our right to take space,
just as anybody else. When we start to question, why don’t I have that right, then we start
to break down the norms in a constructive way that helps us further as humans and as a
society.

If you had to pick one piece of your work that truly encapsulates your vision and
message, which would it be and why?

It has to be The Big Lady from my graduation project and the piece that was acquired
by the Centraal Museum in Utrecht. Not only does this piece encourage women to oc-
cupy more space in public, and in that questioning how the function of a chair and so-
cietal norms combined have led women to claim less space in public. It has also changed
the rules of the museum by allowing people to sit in the piece instead of just looking at
it the way anyone looks at an art piece. The latter has been one of the most important
parts to me.
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Mobilya tasarimi baglaminda “siradig1” kavramini nasil tanimlarsin?

Mobilya meselesi, islev ve sorun ¢6zme meselesiyle baglantili. Ayni zamanda giindelik olanla,
arketipsel olanla, tarihle, yaygin ve geleneksel olanla da baglantili. Tiim bunlar bir rahatlik ve agina
olma hissinden kaynaklaniyor. Benim i¢in nesneler, faydaci amaglar i¢in seri olarak tiretilen atil sey-
lerden daha fazlasidir. Bir nesne yarattigimda, onu fantezilerim, siiphelerim ve duygularimla doldu-
ruyorum ve bunu yaparken, onun duyulur olanin diinyasinda hareket etme giiciine sahip olduguna
inanryorum. Her nesne, islevselligin agirhigindan kurtuldugunda, olagan olanin sinirlarin1 bozmak
i¢in ilging bir alan haline geliyor. Dijital teknolojiler ve 3B modelleme yazilimlari, dijital iiretim tek-
nikleriyle diyalog halinde bana inanilmaz bir yaratici ve bigimsel 6zgiirliik sagliyor. Bu teknolojileri,
son derece karmagik ve siradigi formlar: somut hale getirmek i¢in hassas araglar olarak diisiinmeyi
seviyorum. Nihayetinde, ¢aligmalarim mobilya tasarlamaktan ziyade dijitalin prizmasindan gege-
rek maddeselligin statiisiinii yeniden diisiinmekle ilgili. Benim i¢in nesneler yalnizca bilineni daha
iyi altiist etmek igin bir referans iglevi goriiyor.

Artan dijitallesme ve AR/VR alanindaki gelismeler ¢aginda tasarimin gelecegini nasil 6n-
goriiyorsunuz?

Giiniimiizde hizli dijitallesmenin yarattig1 korkulardan biri de bu siirecin tamamen maddesizles-
meye yol agma ihtimali. Aksine, bence son derece maddi bir gelecege dogru ilerliyoruz. Sadece bu
maddesellik farkli olacak. Sanal gercekligi maddi gerceklik yerine i¢inde yasanacak bir alternatif ger-
geklik olarak diisiinmek hata olur. Bu eskimis ikilikten ¢ogu zaman, sinsice birbirine karigan ve bir-
birine direnen bu iki diinya arasindaki manevi boglukta sikismiglik hissi ortaya ¢ikar. Aslinda dijital
teknolojilerin maddi diinyada yasama bigimimiz konusunda felsefi olarak bize 6gretecegi ok sey var.
Ben bu teknolojilerde bagka bir kontrol ve bolme firsatindan ¢ok, kurgunun nesneleri kaybettikleri
yasamsal giicleriyle yeniden biiytileyebilecegi yeni baglant1 kozmolojileri yaratmak i¢in bir portal g6-
rilyorum.

Heykellerinin parlak tonlari, sivi dokulariyla birlesince erimis lavi andiriyor. Bu estetik se-
¢ime ne ilham verdi?

Siklikla dijital estetigi ekran formatinin tesine genisletmekle ugrasiyorum. 3B modelleme ya-
zilimu tarafindan iglenen ve simiile edilen malzemeler, dijital iiretim siiregleri araciligryla nesneler
yaratmak i¢in kullandigim malzeme se¢imimi de belirliyor. Simiilasyon kavrami beni bityiilityor —
nerede bagliyor ve nerede bitiyor? Bir goriintiiniin malzeme 6zellikleri nelerdir? Bir nesnenin go-
rintii 6zellikleri nelerdir? Likidite boyutuna sahip malzemeleri seviyorum. Kati, sabit ve agir olanla
geligiyorlar. Yumusak sekillerle diyalog halinde olan yiizeyler siirekli olarak akiyor, yapisiyor ve se-

kil degistiriyor. Konturlari 151k oyunlariyla ¢ozilliirken nesne her zaman bakanin géziinde kendini

Audrey Large
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How would you define “unusual” in the context of furniture design?

The question of the furniture is linked to the one of function and of problem solving. Itis also the
one of the everyday, the archetypal, the history, the common and the traditional. From all this stems
a sense of comfort and of the known. For me, objects are more than inert things mass-produced for
utilitarian purposes. When I create an object, I fill it with my fantasies, doubts and emotions, and in
so doing, I believe it is imbued with the power to act on the realm of the sensible. Once freed from the
weight functionality, every object becomes an interesting space for disturbing the boundaries of the
usual. Digital technologies and 3D modeling software in dialogue with digital fabrication techniques
give me incredible creative and formal freedom. I like to think of these technologies as sensitive tools
for rendering highly complex and unusual forms tangible. Ultimately, my work is more about rethink-
ing the status of materiality through the prism of the digital than designing furniture. For me, objects
only serve as a reference to better subvert the known.

How do you foresee the future of design in the era of increasing digitization and advance-
ments in AR/VR?

One of the fears raised by today’s exponential digitization is that it will lead to total demateriali-
sation. On the contrary, I think we’re heading for profoundly material futures. Only this materiality
will be different. A mistake would be to think of virtual reality as realm to live in instead of our
material ones. From this obsolete duality often emerge a feeling of being stuck in the spiritual gap
between this two worlds that insidiously blend and resist each other. In fact, digital technologies
have a lot to teach us philosophically on the way we inhabit the material world. I see in them more
than another opportunity of control and division, but a portal to create new cosmologies of connec-
tion where fiction can re-enchant things with their lost vital power.

The iridescent shades of your sculptures, combined with their liquid texture, remind one of
molten lava. What inspired this aesthetic choice?

I often play with extending digital aesthetics beyond the screen format. The materials rendered
and simulated by 3D modeling software in turn determine my choice of materials used to create
objects through digital fabrication processes. I'm fascinated by the concept of simulation —where
does it start and where does it end? What are the material properties of an image, and what are the
image properties of an object? I like materials with a dimension of liquidity. They contradict the
realm of the solid, the fixed, the heavy. In dialogue with soft shapes, surfaces flow and stick and
morph continually. The object is always revealing itself in the eye of the beholder whilst its contours
dissolve with light plays. It becomes a kind of tactile illusions. For me it’s a way of introducing at a

perceptual level the idea of the constant transitory state of matter.
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agiga cikarryor. Bir tiir dokunsal yanilsamaya déniigiiyor. Benim i¢in bu, maddenin siirekli gegici
hali fikrini algisal diizeyde ortaya koymanin bir yolu.
Islerinle karsilagan bir izleyicide ne gibi tepkiler ya da yansimalar uyandirmay1 umuyorsun?
Nihayetinde benim asil ilgi alanim gergek algimiza meydan okumak. Deneyim ve agiklik fikri
benim i¢gin séylem ve tanimlamadan daha 6nemli. Bu yiizden her zaman belirsizligi ve dile direne-
cek imkénsiz nesneleri artyorum. Yaratic siirecim genellikle ¢ok kisisel ama sonugta mesele bu de-
gil. Bir isin biiylisiiniin burada yattigin1 diigiinmiiyorum. Daha ziyade, duygu ve kirilganlikla yarat-
manin malzemeyi digerine dokunan bir tiir canlilikla doldurabilecegini diigiiniiyorum. Bu nedenle,
her zaman bir parganin agikliginin sinirini arryorum: Onceden tanimlanmig bir séylem olmadan,
herkes onu kendi haline getirebilir. Nesnelerimin her biri her zaman hayal giiciine agilan bir kapidur.
“Hayali ve muglak bir madde” olarak yiizeye olan ilgin ilgi ¢ekici. Geleneksel olarak islevsel
ve somut olarak goriilen bir nesneyi tasarlarken bu kavram nasil terciime ediliyor?
Caligmalarimin nesneden 6nce, bir kap olarak gérdigiim dijital dosyalarda yer aldigini séyleye-
bilirim. Yazilimin 3B modelleme alaninda heykel yapmaya bagladigimda, kile benzeyen dijital bir
malzeme tizerinde ¢alisiyorum. Ancak bu malzeme kendi basina bir kiitle degil, daha ziyade igten
disa degistirilebilen, sonsuz derecede sekillendirilebilir bir deri. Daha sonra ¢izim ve heykeli karig-
tiran, bir iglev tasarimindan ¢ok karmagik peyzaj ve mimarinin mikro diinyalarinin yaratilmasina
benzeyen bigimsel bir kegif siirecine giriyorum. Ortam bana bu 6zgiirligii veriyor. Ayrica, dijital bir
dosya dogasi geregi cokludur. Ister dijital bir render ister 3B baskili bir nesne olsun, yinelemelerinin
her biri, sonsuz sayida diger potansiyeller arasinda olasi bir tezahiirii temsil eder. En kiigiik haliyle
bir model bir miicevher pargasi olabilir; en biiyiik haliyle ayn1 model mimari bir yapinin boyutlari-
na biiriinebilir. Yine de her sey kaynak dosyalarda yer alir. Hem kapali anlat1 agiklamalarina kars:
direng hem de bu sonsuz olug potansiyelinin varlig1 kurgu ve belirsizligi ortaya ¢ikariyor. 3B basili
nesne, dogasi geregi 3B dosyanin bir yinelemesi oldugu igin bu ézellikleri iginde tagir.
Calismalarinda dijital sinema ve goriintii teorisine atifta bulunuyorsun. Yarattigin bir nesne-
ye dogrudan ilham veren belirli filmler, sahneler veya sinematik teknikler var mi1?
Caligmalarimi anlamanin anahtarlarini saglayacak dogrudan bir ilham kaynagindan so6z ede-
mem. Elbette sinemayi seviyorum ve bir dizi gorsel-isitsel deneyim bende iz birakt1 ve bana derin-
den ilham verdi. Ancak bunu bulanik tutmay tercih ediyorum; bu, pek ¢ok farkli girdiyi gercek-
ten besleyen ve harmanlayan yaratic siirecime kargi daha diiriist hissettiriyor. Sinemadan nesne
tasarimi metodolojilerini yeniden diisiinmek igin bir arastirma alani olarak bahsettigimde, bununla
daha ¢ok zanaat diizeyinde, (dijital ) goriintii olusturma diizeyinde ilgileniyorum. Gériintilleri inga

ettigimiz gibi nesneleri de inga etmekle ilgileniyorum.
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What reactions or reflections do you hope to evoke in a viewer when they encounter one of
your pieces?

Ultimately, my main interest is to challenge our perception of the real. The idea of experience
and openness is more important to me than the one of discourse and description. So I am always
looking for ambiguity and the impossible object that would resist language. My creative process is
often very personal, but in the end, that’s not what it’s about. I don’t think that’s where the magic of
a piece lies. Rather, I think creating with emotion and vulnerability can fill the material with a kind
of aliveness that touches the other. Thus, I'm always looking for the limit of a piece’s openness: with
no predefined discourse, anyone can make it their own. Each of my objects is always an open door
to the imagination.

Your interest in the surface as a “fictitious and ambiguous substance” is intriguing. How does
this concept translate when designing an object, traditionally seen as functional and tangible?

I would say that before the object, my work resides in digital files, which I see as a container.
When I start sculpting in the software’s 3D modeling space, 'm working from a digital material
that resembles clay. However, this material is not a mass in itself, but rather an infinitely malleable
skin that can be modified from the inside out. I then enter a process of formal exploration, mixing
drawing and sculpture, which is more akin to the creation of microworlds of complex landscape and
architecture than to the design of a function. The medium gives me this freedom. Also, a digital file
is by nature multiple. Each of its iterations, whether a digital rendering or a 3D-printed object, rep-
resents one possible manifestation among an infinite number of other potentialities. In its smallest
form, a model can be a piece of jewelry; in its largest, the same model can take on the dimensions
of an architectural structure. Yet everything was contained in the source files. It is both resistance to
closed narrative explanations and the presence of this infinite becoming potential that fiction and
ambiguity emerge. The 3D printed object carries these characteristics within it, as it is inherently an
iteration of the 3D file.

You’ve referenced digital cinema and image theory in your work. Are there specific films,
scenes, or cinematic techniques that have directly inspired an object you’ve created?

I can’t cite any direct inspiration that would provide the keys to understanding my work. Of
course, I love cinema, and a number of audiovisual experiences have left their mark on me and
inspired me deeply. But I prefer to keep it blurry, it feels more honest to my creative process which
really nourishes and blends a lot of different input. When I mention cinema as a field of research for
reconsidering object design methodologies, it’s rather that 'm interested in it at a craft level, that of

(digital) image-making. I am interested in building objects as we build images.
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Mobilya tasarimi baglaminda “siradis1” kavramini nasil tanimlarsin?

Normlara uymayan bir nesneyi ben “siradig1” olarak tanimliyorum. Hig evinize bir
mobilya par¢asi yerlestirdiniz ve onun orada olmamasi gerektigini hissettiniz mi? Form,
mimari gizgilerle uyumlu degildir ve i¢ mekanin estetigini bozar —hatta bazen ¢atisir veya
bir ¢eligki yaratir. Ekolojik ya da politik bir meseleyi tartismak tizere bir eser tasarladi-
gimda, bunun Haussmannci bir binaya ya da modernist bir mek4na uymasi gerekmiyor.
Daha ziyade, bu eserlerin, parcanin detaylarinin her agidan tam olarak takdir edilmesini
saglayan tek renkli kiiplere, tercihen griye ait oldugunu gérityorum. “siradig1” terimi “kul-
lanilmayan” olarak da ayrilabilir. Bir nesne bu kategoriye giriyorsa, bizi “Neden?” soru-
sunu sormaya iter. Bu nesne neden yaratild1? Baglami nedir? Ozellikle giiniimiizde nesne
iretiminin ekolojik etkileri g6z 6niine alindiginda, bu kavramlar1 sorgulamanin elzem
oldugunu diisiinityorum.

Tasarimlarin saf sanatsal ifade ile iglevsel tasarim arasindaki ¢izgide duruyor gibi
goriiniiyor. Calismalarinda bunlari nasil 6nceliklendiriyor veya dengeliyorsun?

Endiistriyel tekniklerden ziyade zanaatkarli1 yansitan eserler yaratmak i¢in heykelsi
yontemler kullaniyorum. Ote yandan, temel metodoloji ve yapim tekniklerini 6grendigim
Design Academy Eindhoven’dan lisans derecemi aldim. Bir parcaya faydaci bir islev ek-
lerken, 45 cm oturma yiiksekligi veya diiz bir masa tablasi gibi belirli kisitlamalar1 aklim-
da tutuyorum. Bu iglevsel kisitlamalar, her galigmaya rehberlik eden kavramsal fikirlerle
bir arada var oluyor. Bir par¢a benzersiz bir faydaci amaca hizmet ederken ayni zamanda
sanatsal bir mesaj icerdiginde dengeyi buluyorum. Calismalarim iki unsuru birbirinden
ayiracak sekilde gelisiyor: A) aragtirmalarimi ¢esitli medyalar araciliiyla ifade eden hey-
keller ve B) belirli mekansal veya miisteri kisitlamalar: ile tasarlanmus islevsel mobilyalar.

Yeni bir eser yaratmaya nasil yaklasiyorsun? Aklinda bir hikaye, bir bi¢cim ya da
belirli bir iglevle mi basliyorsun?

Yaratim siireci ti¢ farkl sekilde ortaya ¢ikabilir: Bir hikéye, bir bi¢im veya bir islevle
baslamak. Genelde proje baglangi¢c noktasini belirliyor ve bir par¢anin tamamlandigini
hissetmek i¢in de bir anlatiya ihtiya¢ duyuyorum.

Psikanalizden aldigin ilham ilgi ¢ekici. Bilingaltina dokunmak ve hayali kesifler
icin tasarimi nasil kullanryorsun?

Bilingaltini kesfetmek igin siirrealistlerin kullandig: ¢esitli kitaplar1 ve yontemleri oku-
dum. Bachelard gibi filozoflar ve ¢evrimigi teorisyenler fikirlerin kékenlerini anlamama

Leo Orta

How would you define “unusual” in the context of furniture design?

An object that doesn’t fit the norm is what I'd describe as “unusual.” Have you ever
placed a piece of furniture in your apartment and felt like it just wasn’t meant to be there?
The form doesn’t align with the architectural lines, and it disrupts the aesthetics of the
interior —sometimes even clashing or creating a contradiction. When I design a piece to
discuss an ecological or political issue, I don’t necessarily envision it fitting into a Hauss-
mannian building or a modernist space. Rather, I see these works belonging in mono-
chrome cubes, preferably gray, which allow the piece’s details to be fully appreciated from
every angle. The term “unusual” can also be broken down to “un-use.” If an object falls
into that category, it prompts us to ask “Why?” Why was this object created? What is its
context? I think it’s essential to question these notions, especially given the ecological
implications of object production today.

Your designs seem to straddle the line between pure artistic expression and func-
tional design. How do you prioritize or balance these in your work?

I employ sculptural methods to create works that reflect craftsmanship rather than in-
dustrial techniques. On the other hand, I received my bachelor’s degree from the Design
Academy Eindhoven, where I learned basic methodology and construction techniques.
When adding a utilitarian function to a piece, I keep certain constraints in mind, such
as a 45 cm seat height or a level table top. These functional constraints coexist with the
conceptual ideas that guide each work. I find balance when a piece serves a unique utilitar-
ian purpose while also embodying an artistic message. My practice is evolving to separate
these two elements: A) sculptures expressing my research through diverse media, and B)
functional furniture designed with specific spatial or client constraints.

How do you approach the creation of a new piece? Does it begin with a story, a
form, or a specific function in mind?

The creation process can unfold in three different ways: Starting with a story, a form,
or a function. The project dictates the starting point, and I need a narrative to feel that a
piece is complete.

Your inspiration from psychoanalysis is intriguing. How do you use design to tap
into the subconscious and explore the imaginary?

I've read various books and methods used by surrealists to explore the subconscious.
Philosophers like Bachelard and online theorists have helped me understand the origins
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yardimci oldu. Hafiza, ilham ve fikirler arasinda giiglii bir korelasyon buluyorum. Beyin,
yasam deneyimlerimiz, gériintii kaydirma, filmler, kitaplar ve benzerleri araciliiyla ya-
kaladigimiz tiim bu anilar1 ve goriintiileri tutuyor. Tim bunlar beynin bazen hareketsiz
kalan ve aniden fiizyon halindeki bir ampuliin gériintiisii gibi ortaya ¢ikan bir bélimiinde
depolanir. Spontanite, beyinde tutulan tiim bu bilgiler tarafindan kigkirtilir. Caligmalari-
min kendiliginden olustugunu séyledigimde, bu depolanmuis referanslardan yararlandig:-
n1 kastediyorum; bir sanatgidan bir parga, bir belgeselden bir sahne, gegmiste Ispanya’ya
yapilan bir seyahat, bir romancidan bazi sézler... Boyle séyleyince sanki fikrim orijinal
degilmis, aslinda tiim bu referanslar ve anilarla inga edilmis gibi geliyor ve bu yiizden psi-
kanaliz aragtirmasini ilging buluyorum. Psikanalitik aragtirma, referans ve hafiza katman-
lar1 tizerine inga edilen fikirlerin ingasini anlamama yardimci oluyor.

Bagka bir roportajda, karton hamuru gibi her malzemenin kendini dogal sekille-
rinde ifade etmelerine izin vermeyi arzuladigindan bahsetmistin. Bir malzemenin do-
gal niteliklerini korurken onu siradis1 bir tasarima déniistiirmek arasindaki dengeye
nasil yaklagiyorsun?

Bu zor bir soru, 6zellikle de ticari uygulanabilirlik ve uzun 6miirlilik disiniildigiinde.
Eko-kaynakli malzemeleri denerken, genellikle dayanikliliklarini géz 6niinde bulundur-
mam gerekiyor. Ben malzemeleri zaman i¢inde degismeye devam edecek canlilar olarak
goriiyorum. Ahsap nefes almaya devam edecek, re¢ine gazdan arinacak ya da metal za-
manla oksitlenecektir. Bu degisimler araciligiyla konusan isler tasarliyorum. Ornegin, son
isim Fourmilier (karincayiyen) zaman icinde evrim gecirerek cesitli yasam formlari igin
bir habitat haline gelecek sekilde tasarlandi. Bacaklari, agir1 hava kogullarina dayanabilen
kati, UV direngli regineden yapilirken, gévdesi ayn1 elementlere maruz kaldiginda dogal
olarak ¢iiriiyen selilloz elyaftan oluguyor. Siirekli bityiime halinde olan bu gévdede giiveler
ortaya ¢ikabilir, yuvalar olugturulabilir ve kelebekleri kendine ¢ekebilir.

Vizyonunu ve mesajin1 gercekten 6zetleyen bir eserini se¢men gerekseydi bu han-
gisi olurdu ve neden?

Diiriist olmak gerekirse, heniiz vizyonumu ve degerlerimi tam olarak somutlagtiran bir
is Urettigimi diigiinmityorum. Mezuniyet projem Lion-dog, bilesenlerin ve malzemelerin
yasam dongisiinii arastirarak elektronik esya birikimimizi elestiriyor. Benzer bir tartig-
maya ayna tutan Galerie Christophe Gaillard’daki son kisisel sergimde yer alan Cycle 4 ise
tarimsal endustrileri ve malzeme yasam dongiilerini inceliyor.
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of ideas. I find a strong correlation between memory, inspiration and ideas. The brain
holds all these memories and images we capture through our life experience, image scroll,
movies, books and such. All these are stored in a part of the brain that sometimes stays
inactive and that suddenly pops out like the image of a bulb in fusion. The spontaneity is
provoked by all this information kept in the brain. When I say my work is created sponta-
neously, I mean that it draws upon these stored references; a piece from an artist, a scene
from a documentary, a past travel to Spain, some words from a novelist... Said like that it
almost feels like my idea is not original, it’s actually constructed with all these references
and memories and this is why I find that research in psychoanalysis interesting. Psycho-
analytic research helps me understand the construction of ideas, which are built upon
layers of reference and memory.

In a different interview, you mentioned your desire to let materials, like cardboard
pulp, express themselves naturally. How do you approach the balance between pre-
serving the inherent qualities of a material while morphing it into an unconventional
design?

This is a tricky question, especially when considering commercial viability and longev-
ity. When experimenting with eco-sourced materials, I often have to consider their dura-
bility. I view materials as living things that will continue to change over time. Wood will
continue to breath, a resin will continue to degas or metal will oxidize over time. I design
works that speak through these changes. For example, my recent work Fourmiller (“Ant-
eater” in English) is designed to evolve over time, becoming a habitat for various forms of
life. Its legs are made from solid, UV-resistant resin, which can withstand extreme weath-
er, while its body is composed of cellulose fiber that decays naturally when exposed to the
same elements. It’s this body that is in constant growth, where moths can appear, nests can
be created, and it can attract butterflies.

If you had to pick one piece of your work that truly encapsulates your vision and
message, which would it be and why?

To be honest, I don’t feel I've yet created a work that fully embodies my vision and
values. My graduation work, Lion-dog, critiques our accumulation of electronic goods by
investigating the lifecycle of components and materials. Another piece that can be a mir-
ror to this conversation is Cycle 4 which was showcased in my recent solo exhibition at
Galerie Christophe Gaillard, explores agro-industries and material lifecycles.
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