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Sen mutlulugu print edebilir misin Abidin?

Omer Kanipak

Ingiltere 1800’lerin sonu... Havada kémiir kokusu, siirekli
calisan makinalar ve tezgahlar diinyay1 yeni, cazip ve en
6nemlisi ucuz nesneler ile doldurmaya baglamis durumda.
Doénemin 6nemli diigiiniirlerinden John Ruskin durum-
dan rahatsiz. Ona gére endiistriyel iiretim, zanaatkarin
sayginligini ve liretimin dogasindaki sanat¢1 ruhu yok
ediyordu. Makine is¢iyi insanliktan ¢ikartiyor, makine-
lesme ise insanlar1 dogadan uzaklagtiriyordu. Bu felsefi
temeli somut bir tasarim teorisine doniigtiiren William
Morris 19. yiizyil sonunda diinyaya yeni bir tasarim ve
sanat akimi kazandirdi: Arts and Crafis hareketi. Ruskin
ve Morris, zanaatkarin el emegini ve sanatsal birikimini
teorik bir cerceveye oturtarak kiiresel tasarim i¢in bir yol
haritasi belirlemis oldular. Niyetleri insanligin dogadan
uzaklagmasini 6nlemek, bireysel tatmin ve ruhsal zengin-
likle toplumsal refahi korumakti.

Hikéyenin bundan sonraki béliimlerini ezbere biliyo-
ruz. Endiistrilesme hiz kazanir, komiir yerini petrole ve
elektrige birakir. Uretim ve niifus katlanarak artar. Oto-
mobiller, ugaklar, transatlantikler, iiretilenleri ve iireyen-
leri diinyanin her yerine tagir. Art Nouveau, Art Deco,
Fiitiirizm, Modern Movement, Postmodernizm ardi ar-
dina gelir. Diinyanin kaynaklari kiiresel kentlere aktik¢a
toplumsal dengeler sarsilir. Televizyon sayesinde medya
politik bir giice doniisiir. Monarsiler ¢oker, ulusalcilik ve
fagizm yiikselir. Cevap olarak sosyalizm ve komiinizm ge-
lisir ama séner. Iki diinya savagi arasi soguk savas... Uzay
yarisi... Duvarlarin yiikselisi ve yikiligi... Yeni duvarlar,
yeni sinirlar...

Ve Internet... Sinirlarin derinlestigi, duvarlarin yiiksel-
digi bir zamanda kiiresel ve sonsuz bir iletisim ag1. Kat-
lanarak biiyiiyen kiiresel bilgi birikimi, enformasyonun
hizli dolagimi, paylasimin kolaylagmas: ile insanlik yeni
bir ¢caga girer. Demiryollarinin, buhar makinelerinin ye-
rini fiber kablolar ve ¢ipler almigtir. Artik milyonlarca
insanin elleri ile kullandig: tek alet klavye ve fareleri. Kap1
kollar1 ve elektrik diigmeleri bile ortadan kalkmak iizere.
Eriyen kaslar, sisen gébekler icin spor salonlar1 her yerde
yeni bir dinin mabetleri gibi ragbet gériiyor. Bu siire icinde
herhalde hiz kesmeyen tek sey endiistriyel iiretim ve kapi-
talizm. Diinya gerekli gereksiz milyarlarca nesne ve bina ile
dolduruldu. Artik isim verilebilecek tasarim akimlar1 bile
yok. Fabrikalarda isciler yerlerini robotlara birakmakta.

Uretim ve tiiketim arttikga, toplumsal huzur ve bireysel
tatmin azalmakta. Fabrikada tiretilmis bir seye sahip ol-
mak eskisi kadar doyurucu degil, ¢iinkii herkeste aynisi var
zaten. Pazarlama kavramlari bile degisti. Kisiye 6zel... Bu-
tik... Organik...Herkes i¢in liretilmise sahip olmak yerine
bireysel iretim ve deneyim ekonomisi pazarlaniyor artik.

Siireglere, servislere, diisiinme bi¢imlerine, farkindalik
boyutlarina entegre edilen tasarimin kapsami bugiin top-
lumsal dinamikler gibi daha akigkan. Zygmunt Bauman
likit modernite taniminda ifade ettigi gibi bu akigkanlik;
cagdas toplumun iligkiler, kimlikler ve ekonomisindeki
stirekli hareketlilik ve degisimi tizerine kurulu. Bulikit-lik
‘kisisel ifadelestirme’ olarak toplumun her kesimine, iire-
timin her alanina yansidi.

Bugiinkii dijital ve hizli iiretim bigimlerinin bir kar-
silig1 olan “bespoke”, Richard Sennett’in bireyi merkeze
aldig craft kavraminin giiniimiize evrilmesi olarak yo-
rumlanabilir. Dijital fabrikasyondaki hafiflik, hiz ve eri-
silebilirlik ile gelen birey-sellesme, nihai iiriin icin oldugu
gibi; tasarim siiregleri icin de gegerli. Imzasi niteliginde
yapi/iriin pesinde kosan tasarimci bir kenara, maker
kendi know-how’in1 paylasma, aktarma ve bagkalarinca
gelistirilmesi tizerine denklem kuruyor. Fikir haklarinin
“all rights reserved” tanimindan “some rights reserved”e
aktarildig1 bu acik format; kisiyi bagkasinin gelistirdigi
bir temel izerine kendi fikirlerini insa edip, yine de kisi-
sellestirme imkani sagliyor.

Tasarim ve iiretim alaninda yeni bir ddnemin ayak ses-
leri geliyor. Yeni dénemin John Ruskin’i bu sefer Ameri-
ka’dan ¢ikt1 denilebilir: 2005’te Make dergisini ¢ikartmaya
baslayan Dale Dougherty Maker Movement’in babasi ola-
rak kabul ediliyor. Hareket, Richard Sennett’in Karakter
Asinmas: kitabinda tarifledigi durumlara bir tepki olarak
cikiyor denilebilir. Bityiik bir mekanizmanin ¢ok ufak bir
parcasi olan bireyler, o mekanizmanin iirettiginden kopuk
bir ¢caligsma diizeni i¢inde yipranip erimekte. Sennett’in
6rneginde firincilar ekmegi pisirmeyi bilse de bozulan
elektrikli firinlarini nasil tamir edecegini bilemiyor ar-
tik. Autocad ekrani 6niinde 6mriinii gegiren mimarlar bir
korkulugun merdivene nasil monte edilebileceginden ha-
bersiz. Pargalanmis liretim siireci i¢inde kimse iirettigi res-
min biitiiniinii gdremiyor. Caligmanin sonuglari bagkalar:
tarafindan birlestirildikce bireysel tatmin de parcalaniyor
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ve yok oluyor. Her ne kadar ¢ok telaffuz edilse de kurumsal
is diinyasinda beklenen yaraticilik degil itaat, yenilik degil
rutin olanin hatasiz ve hizli iiretilmesi.

Dougherty’nin 2005 yilinda Make dergisi ve ardindan
bir Maker Faire fuarlari ile baglattig1 hareket tatminsiz-
lik i¢inde kivranan geng beyinler i¢in bir can simidi gibi
goriilityor. Rekabet yerine paylagim, para yerine beceri,
ezberlenmis bilgi yerine deneyimi savunan Maker hareke-
ti kisa siirede diinyada taraftar toplamaya basliyor. Oyle
ki bu siirede kendi manifestosu bile yazilmis durumda,
ozetle: Yap, Paylas, Ver, Ogren, Oyna, Katil, Destekle ve
Degistir. Totoliter liretim siireglerine ve medya ile besle-
nen yildiz tasarimcilara tepki olarak demokratik tasarim
ve uretimi destekleyen Maker hareketi Chris Andersona
gore yeni bir endiistriyel devrim. Ug boyutlu yazicilar, agik
kaynak bilgisayarlar ve sayisiz internet kaynagi ile bu dev-
rim, kiiresel tiretici kurumlarin tahtini sarsmaya bagladi
bile. Maker hareketine dahil olabilmek i¢in salt bilgisayar
yazilimlari ve teknoloji tecriibesi gerekmiyor. Bugiin bah-
cesinde sebze yetigtiren ya da yemek tarifleriicin Youtube
kanali aganlar bile bu hareketin iiyesi sayiliyor. Hareketin
ekonomik boyutu kimi zaman biiytik tireticileri korkut-
makta. Ornegin Tiirkiye’de evde bira iiretiminin artmasi
ile bira treticisi firmalarin evde bira iiretimine ek vergi
talep etmesi bu kayginin bir nedeni. Isin karanlik tarafi
da var elbette. Ug boyutlu yazicisinda silah print eden de
bir Maker sayiliyor.

Ote yandan hala milyarca insan pilini bile degistire-
medigi ayn1 marka telefonu kullanarak selfie ¢ekmekle
mesgul. Karbiiratoriin ne oldugunu bilen neslin torunlar:
otonom otomobilleri bekliyor sabirsizlikla. Kiigiik giri-
simciler biiylik kurumlarca satin alinarak ortadan kaldi-
riliyor. Diinya git gide devletlerce degil, biitgeleri pek ¢ok
iilkeden biiyiik sirketlerce yonetilmekte. Bu tarafindan
bakildiginda bir umut olarak pazarlanan Maker hareketi
yaratici zihinleri bosuna m1 oyaliyor yoksa? $éyle de sor-
mak miimkiin: Manifestosu olsa da stratejisi ve sorumlu-
su olmayan, yonii ve hedefi spontane gelisen bir hareket
devrim yaratabilecek mi?
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Can you print happiness Abidin'?

Omer Kanipak

England, end of 1800s... The smell of coal in the air, machines
operating constantly and shelves have started to be filled with
new, appealing and most importantly, cheap objects. One of
the most important intellectuals of the period, John Ruskin,
is uncomfortable with this situation. For him, industrial pro-
duction destroys the dignity of the artisan and the artistic
nature of production. The machine caused the loss of humane
features, and mechanization was detaching humans from na-
ture. William Morris, who turned this philosophical ground
into a tangible design theory, brought a new design and an art
movement to the world at the end of 19% century with The A7
and Crafts Movement. Thus, Ruskin and Morris designated a
road map for global design by bringing the manual labor of the
craftsmen and the artistic knowledge of the artisan together
into a theoretical frame. Their intention was to prevent peo-
ple from getting away from nature, personal satisfaction and
preserving the social welfare by spiritual wealth.

We know the rest of the story. Industrialisation moves on
rapidly, coal gets replaced with oil and electricity. Production
and population increase exponentially. Automobiles, planes,
transatlantic vessels carry the products and the ones who repro-
duce and consume them, all around the world. Art Nouveau,
Art Deco, Futurism, Modern Movement, Postmodernism
come one after another. As the global resources flow into the
global cities the common balances are damaged. Media turns
into a political power by means of television. Monarchies fall,
nationalism and fascism rise. As a reaction, socialism and com-
munism improve but fade out later. The cold war between the
two world wars... The space race... The rising and the fall of
the walls... New walls, new borders...

And Internet... An endless, global communication network
in a time borders get thicker and walls higher. Humanity en-
ters a new era with the exponentially growing global knowl-
edge, the rapid cycle of information and sharing getting cas-
ier. Fiber wires and chips have replaced the railways and the
steam machines. Now, the only thing that people use with
their hands is keyboards and mouses. Even door handles and
light switches are about to be extinct. The muscles getting
weak and the bellies getting fat and gyms are becoming the
new sanctuaries for the communities . The world is filled with
billions of objects and buildings, necessary or not. There ar-
en’t even any design movements to be named. Workers are
being replaced with robots in factories. As production and
consumption increases, social welfare and personal satisfaction
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decrease. Owning something that has been manufacturedina
factory is not as satisfying as it was, because everyone has the
same thing already. Even marketing concepts have changed.
Personal... Boutique... Bespoke... Organic... Instead of having
something that has been manufactured for everyone, personal
production and experience economy is being promoted.

Today, the scope of design is more integrated into processes,
services, mindsets and awareness and it is more fluid like the
social dynamics. As Zygmunt Bauman described in his fluid
modernity definition, this fluidity is based on the change and
the mobility of the relationships, identities and the economy
of the contemporary society. This fluidity has reflected on ev-
ery part of the society and every part of the production, as
“personalization”.

“Bespoke” which is the equivalent of today’s digital and fast
means of production can be interpreted as the evolution of
Richard Sennett’s craft term, taking the individual in the cen-
ter of focus. Individualization that comes with the lightness,
speed and accessibility in digital fabrication is both notable
for the final product and the design processes. Apart from a
designer chasingafter the signature building/product, maker
works on sharing its own know-how, transferring it and letting
it be improved by others. This open format in which the intel-
lectual property transfers from “all rights reserved” to “some
rights reserved”; giving one the opportunity to build their
own ideas on a ground someone else has already developed
and still personalize them.

The footsteps of a new age concerning design and produc-
tion are getting closer. Dale Dougherty can be considered as
the new age’s John Ruskin from the USA. Dougherty, who
started publishing the Make magazine in 2005, is accepted as
the father of the Maker Movement. The movement emerged to
oppose the situations presented in Richard Sennett’s book, 7he
Corrosion of Character. The individual, who is a small piece of
agrand mechanism, is getting exhausted and wastingaway in a
work order disconnected from what the mechanism produces.
In Sennett’s example, even if the bakers know how to bake the
bread, they don’t know how to fix the broken electric ovens.
Architects who spend their lives in front of an AutoCAD
screen don’t know how a stair railing can be mounted to the
staircase. No one is able to see the whole picture of what they
are producing in this fragmented production process. As the
outcomes of the work are being united by the others, individ-
ual satisfaction breaks apart and disappears. Even though it

has been pronounced many times, the thing expected in the
corporate business world isn’t creativity but obedience.

This movement Dougherty started with the Make maga-
zine in 2005 and afterwards the Maker Faire fairs, is seen as
a life saver for young brains who are suffering from dissatis-
faction. The Maker movement that supports sharing instead
of competing, skills instead of money, experience instead of
memorized knowledge starts gaining supporters all over the
world in a short time. Such that even its own manifesto has
been written during this time, as a summary: Do, Share, Give,
Learn, Play, Participate, Support and Change. According to
Chris Anderson, the Maker movement that supports demo-
cratic design and production as a response to the totalitarian
produc-tion processes and the star designers promoted by the
media is a new industrial revolution. With 3D printers, open
source computers and countless online resources, this revo-
lution has already begun appalling the thrones of the global
production corporations. To be a part of the Maker movement,
one doesn’t have to know only computer softwares and have
experience with technology. Today, even the people growing
plants in their gardens or open YouTube channels for recipes
are considered as a part of the movement. The economical
side of the movement sometimes scares the big corporations.
For example, as the home beer production increased, the beer
companies in Turkey requested additional taxes for home-
made beer. There is also a dark side to it of course. Someone
who prints a gun with their 3D printer is also considered as
a Maker.

On the other hand, billions of people are still busy with tak-
ing selfies using phones they can’t even change the battery of.
The grandchildren of the generation who knew what a carbure-
tor is, are now waiting for the autonomous automobiles. Small
entrepreneurs are being bought by large companies and even-
tually they fade away.The world is slowly being controlled not
by governments but by companies, which have budgets bigger
than the most countries in the world. Looking from this side,
is the Maker movement marketed as a source of hope, wasting
creative minds for nothing? Or putting it this way: Despite
having a manifesto, is it possible for a movement that doesn’t
have a strategy or a person in charge, to create a revolution?

1. Reference to a verse of the poem “Strow-blonde” by Nazim Hikmet
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Haberler News

4. [stanbul Tasanm Bienali
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Temasi1 Okullar Okulu olarak belirlenen ve kiiratorligiinii Jan Boelen’in
yapacagi 4. Istanbul Tasarim Bienali, 22 Eyliil - 4 Kasim 2018 tarihleri
arasinda gergeklesecek. “Okullar” ve “6greniciler” olarak iki kategoriye
ayrilan acik ¢agriya, 41 farkl tilkeden 700’iin tizerinde bagvuru geldi.
Tasarim Bienalinin kiiratoryel ekibinin yaptig1 degerlendirmenin ar-
dindan segilecek katilimcilar, bienal siirecine kadar ¢alisarak sergi ice-
riklerini iiretecek.

4" |stanbul
Design Biennale

Barselona Tasanm Haftasi

Curated by Jan Boelen, The 4" Istanbul Design Biennale, titled A School of
Schools will be held between September 22" and November 4™, 2018. The
open call, divided into two categories as “schools” and “learners” received
over 700 applications from 41 different countries. Following the evaluation
of the curatorial team of the Design Biennale, the selected participants will
produce the exhibition contents by working up until the biennial.

BARCELONA DESIGN WEEK

Buyil Barselona Tasarim Haftas'nin 12. edisyonu 7-14 Haziran 2018 tarihleri
arasinda gergeklesiyor. Her yi1l BCD Barcelona Tasarim Merkezi tarafin-
dan diizenlenen etkinligin bu yil daha fazla katilimciya ulasacag aciklan-
d1i. Gegen yil Poblenou semtinde diizenlenen Poblenou Tasarim Giinii’nde
beklenenden fazla ziyaret¢inin katilimiyla saglanan biyiik basari, bu yil
Barselona Tasarim Haftasrnda da sehrin farkli semtlerinde etkinlikler dii-
zenlenmesini sagladi. Sehrin her bolgesine tasarim ulagtirmay: hedefleyen
Barselona Tasarim Haftasi, sehrin her bolgesinde 120’den fazla etkinlik ve
sergilere ev sahipligi yapmay1 amagliyor.

Barcelona Design Week

The 12 edition of Barcelona Design Week will take place from June 7* to
June 14", 2018. It is announced that the event organized by BCD Barcelona
Design Center annually, will reach more participants this year. The great
success of Poblenou Design Day, held last year with the more visitors than
expected, also enabled other events to be organized in different districts of
the city this year at the Barcelona Design Week. Barcelona Design Week aims
to bring design to every region of the city and aims to host more than 120
events and exhibitions.
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Haberler News

Loewe Craft Prize
finalistlen belli oldu

Loewe Vakfi 2016 yilinda her yil diizenleyecekleri uluslararasi Loewe
Zanaat Odiilleri vermeye baglayarak, yeniligi, milkemmelligi ve mo-
dern zanaatkarligin artistik degerini géstermeyi ve kutlamay1 amagladu.
Giniimiiz kiiltiiriinde zanaatin 6nemini hatirlamak ve yetenekli zana-
atkarlar1 tanitmak gayesi ve gelecegin standardini bugiiniin yenilikle-
riyle olusturulacag: diisiincesiyle Loewe Kreatif Direktorii Jonathan
Anderson, bu 6diilii 1846 yilinda bir zanaat kooperatifi olarak ige bag-
layan Loewe’den ilham alarak tasarladi. Odiiliin 2018 yilinin adaylari,
modern zanaatin degerini g6steren isimler olarak secildi. Kiiltiirel mi-
rasin aktariminda 6nemli rol oynayan hayal giici, ¢esitlilik ve teknik,
6nemsenen kriterlerden olacak.

The finalists of Loewe
Craft Prize have been
announced

Utopia Now - Finlandiya
Tasanm hikayesinin sergisi
2020 yiina kadar uzatildi

Finlandiya bagimsizliginin 100. y1l1 serefine Helsinki Tasarim Miizesi,
Finlandiya’nin refah seviyesinin yiikselmesinde 6nemli bir yere sahip
olan tasarim konusunun gelisimini ele aldig1 bir sergi diizenledi. Sergi,
tasarim tarihinin yaganmig hikayelerini gésterdigi bes temadan olugu-
yor. Serginin dijital uygulamasi ise 6nceki 6rneklerine gore ¢ok daha
zengin bir icerige sahip. Sergi, 31 Aralik 2020’ye kadar Helsinki Tasarim
Miizesi'nde goriilebilir.

Utopia Now -

The exhibition of

Finnish Design story was
extended until year 2020
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LOEWE CRAFT PRIZE 2017 EXHIBITION VIEW, CHAMBER GALLERY, NEW YORK

In 2016, the Loewe Foundation aimed to show and celebrate the innovation, excellence and
artistic value of modern craftsmanship by giving international Loewe Craft Prize annually.
Aiming to recall the importance of craftsmanship in today’s culture and to introduce talented
craftsmen, Loewe’s Creative Director Jonathan Anderson who started to work in 1846 as a
craft cooperative, designed this prize with the inspiration of Loewe. The nominees of the year
2018 were selected as the ones who reflect the value of modern craftsmanship. Imagination,
diversity and technique, which play important roles in the transfer of cultural heritage, will
be the most important criteria.

UTOPIA NOW EXHIBITION VIEW, DESIGN MUSEUM HELSINKI

In honor of the 100™ anniversary of Finnish independence, the Helsinki Design
Museum organized an exhibition dealing with the development of the design, which
has an important place in the rise of Finland’s wealth level. The exhibition consists
of five themes that show the real stories of the design history. And the digital appli-
cation of the exhibition has a much richer content than its previous examples. The
exhibition can be visited at the Helsinki Design Museum until December 31%, 2020.

Akin Nalca Kitaplan'nin
ondorduncusu “Hicbir
Ustad Boyle Kar Etmemisdir”
yayimlandi

2003 y1lindan beri tiim tasarim disiplinlerine diisiinsel ve kalic1 bir tartig-
ma siireci yaratma hedefiyle iiretimde bulunan Akin Nal¢a Kitaplarrnin
ondérdiinciisii Giilsiin Tanyeli tarafindan yazilan Highir Ustad Béyle Kar
Etmemisdir: Osmanli Insaat Teknolojisi Tarihi kitab1 oldu. Osmanli mimar-
l1g1 eserlerini yiiksek estetik kaliteleri baglaminda 6vgiilere bogan sayisiz
metne karsi bir istisna olusturan kitabin hedefi, Osmanlrya teknoloji tari-
hinin gozliikleriyle bakmak ve iizerinde ¢ok az konugsulan bazi meselelere
aydinlik getirmek. Onceki 4kin Nalca Kitaplarynda oldugu gibi Higbir
Ustad Biyle Kir Etmemisdir: Osmanly Insaat Teknolojisi Taribi'nin tasarimi
da Biilent Erkmen tarafindan yapildi.

HICBIR USTAD BOYLE KAR ETMEMISDIR, GULSUN TANYELI

Akin Nalga Books has been productive with the purpose of creating an in-

tellectual and permanent discussion for all design disciplines since 2003, The fourteenth of Akln N alga

and the fourteenth book is Hi¢bir Ustad Biyle Kir Etmemisdir: Osmanl

Insaat Teknolojisi Taribi (No Master Has Made Such a Profit: History of o o

Ottoman Construction Technology) written by Giilsiin Tanyeli. The aim BOOkS IS pUbIIShed
of the book, which forms an exception to the countless texts that praise

Ottoman architecture in terms of high aesthetic qualities, is to look at the

Ottoman Empire with the perspectives of the history of technology and

to bring clarity to some of the issues that are rarely spoken about. As the
previous ones, this book’s design was also done by Biilent Erkmen.

Fikret Yiiksel Vakfi FIRST
Robotics Yangmasi'ni resmi
olarak Turkiye'ye getiriyor

1989 yilinda kurulmus olan For Inspiration and Recognition of Science and
Technology (FIRST) Vakfi, her y1l Amerika’da FIRST Robotics Yarismast
ile genclerin bilim ve teknoloji alaninda ilgisini arttirmaya calisiyor. Fikret
Yiiksel Vakfi, Tiirkiye’den 6grencilerin bu yarigmaya katilabilmesi igin is-
tekli 6grenciler ile caligiyor. lise 6grencileri 6 haftalik ¢caligmalar sonucun-
da FIRST Robotics Yarismas: tarafindan belirlenen tema altinda robotlar
iiretiyorlar. Ogrenciler, robotun inga siireci boyunca robotun tasarimindan
programlanmasina, takimlarinin sponsorluk faaliyetlerinden sosyal medya _ : =
hesaplarina kadar kendileri ¢alisiyorlar. Diinya genelinde 70.000 6gren- FIRST ROBOTICS COMPETITION 2018
cinin katildig1 Amerika, Cin, kanada, Israil, Meksika ve Avustralya’da

diizenlenen FIRST Robotics Yarigmasi, ilk kez 10-12 Mart 2018 tarih-

lerinde Ulker Spor ve Etkinlik Salonu’nda gergeklesti. Turnuva sonunda

g :;l;l;oiij’i ;\Iki:etxlriazc(;ﬁ tarihlerinde Houston’da diizenlenecek Diinya Fikret Yﬁksel Foundation brings FI RST
Robotics competition officially to Turkey

For Inspiration and Recognition of Science and Technology (FIRST) Foundation, founded in
1989, tries to inspire young people’s interest and participation in science and technology with
FIRST Robotics Competition in the USA every year. Fikret Yiiksel Foundation is working with
eager students for participating in this contest. High school students produce robots under
the theme specified by the FIRST Robotics Competition as a result of 6 weeks of work. Students
work in all processes from designing of robot to programming it, from sponsorship activities
of their teams to social media accounts all by themselves. The FIRST Robotics Competition,
held in America, China, Canada, Israel, Mexico and Australia, where 70,000 students from
all over the world participated, was held for the first time in Ulker Sports and Activity Hall
on March 10%-12, 2018. At the end of the tournament, 6 teams will participate in the World
Championship to be held in Houston on April 18*-21¢.
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Venedik Bienali Uluslararas: Mimarlik Sergisinin 16. edisyonu bu sene 26 Mayis 1
- 25 Kasim 2018 tarihleri arasinda diizenleniyor. Kiiratorliigiinii Kerem Piker’in, s
yardimci kiiratérliigiinii Cansu Ciirgen, Yelta Kém, Nizam Onur S6nmez, Yagiz ml
Soylev ve Erdem Tiiziin’iin iistlendigi Vardiya projesi kapsaminda bienal siire- —
since haftalik vardiyalar halinde Venedik’e gidecek 120 mimarlik 6grencisi, ma
bienalin bu yilki temasi Freespace / Serbestmekan kavrami gergevesinde projeye - | |
dahil olacak. A¢ik cagri sonucunda se¢ilmis olan 120 6grenci, Venedik’te bir ]
dizi etkinlik ve atdlyelere katilacak. Toplamda diizenlenecek olan 12 atdlye ¢a-
lismasinin sonunda bienalin sonrasina da uzamasi hedeflenen bir sergi igerigi ~
olusturulacak. [ ™~
VENICE BIENNALE OF ARCHITECTURE, IKSV MEETING FOR THE SHIFT PROJECT = N
o 0 ® N 16™ edition of Venice Biennial International Architecture Exhibition takes place
Here IS the detalls Of Vardlya° from May 26™ to November 25" 2018. 120 architecture students are going to |
o o o o to Venice in weekly shifts during the biennale in the framework of Freespace |
The Shlft prOjeCt Of Venlce Ec;oncept, the theme ogthe biennial%his year, within the scope of The Shift ;{)roj—
° ° ° ect curated by Kerem Piker and assistant curators Cansu Ciirgen, Yelta Kom,
ArChItecture Blennlal Nizam Onur S6nmez, Yagiz Séylev and Erdem Tiiziin. Selected 120 students B
will participate in a series of events and workshops. At the end of the 12 work- ~ T
shops in total, the exhibition content will be created, that is thought to be on B
display also after the biennial. L \\-
N
N
N
1 N
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Clerkenwell }
Tasanm Haftasi
Pl
] [ B |
Bu yil Clerkenwell Tasarim Haftasynin 9. edisyonu 22-24 - - : = ] [ |
Mayis 2018 tarihleri arasinda gerceklesiyor. Londranin R x | B = i L L i 1
kiiciik bir bolgesinde diizenlenen bu ii¢ giinliik etkinlik, £ ; 2 % L | — I
Ingiltere’nin uluslararasi tasarimcilarini ve markalarini ¥ L
diinyaya tanitabilecegi 90’1n tizerinde showroom, proje M el ] —— i pal o B B Ly I , [
sergileri, paneller, workshop’lar ve enstalasyonlar diizen- g 5 A L . : ¥ : 2 ] ] I T
liyor. Bu etkinlikler kapsaminda Clerkenwell Tasarim - B ool 1. oV e ¢ | |
Haftas:, tasarimin gelecegi ve ticareti iizerine diigiitnme- o — e g : =T —|—] | [
yi amagliyor. Ug giinliik etkinlik kapsaminda 25 yerel AR - 7\ ey b T | |
tiretici ve tasarim at6lyeleri de kapilarini ziyaretgilere = 2 .k = = —— |
acacak. Ayrica Tasarim Haftasi siiresince Clerkenwell’in - = : A D AP S —er- - L] l

yesil alanlar1 ve kamusal alanlari, her biri farkl kiirator- e e "_‘ i Il:" - J—— b : g
yel odak noktalari olan yedi sergiye ev sahipligi yapacak. e . :._;;!ﬁ Ly ' = ' T~ —-‘w:ﬂ*,; =

2017 CLERKENWELL DESIGN WEEK

MUDO CONCEPT'IN SON BASVURU: d _t
DUZENLEDIGI 7 MAYIS 2018 Ern u _ _Oh- C O n C e p
ULUSLARARASI vV ve yagam i¢in her gey...

TASARIM YARISMASI  ldlaward.com DESTEKCILERiMiz
LIVE DESIGN mamoes | MAISO

T — ARCHITECTS

Clerl(enwe" This year the 9™ edition of Clerkenwell Design Week will take place between
May 227424, 2018. Held in a small region of London, this three-day event

° organizes over 90 showrooms, project exhibitions, panels, workshops and
DeSIQn Week installations that will introduce the UK’s international designers and brands
to the world. Within the scope of these activities, Clerkenwell Design Week

aims to focus on design’s future and trade. With this three-day event, 25

—
unlimited | 'I|

local manufacturers and design workshops will open their doors to visitors, FRANCAISE
too. During the Design Week, Clerkenwell’s green and public spaces will also L I V E L lVE AWARDS oo ’
host seven exhibits, each with different curatorial focus points. TUM TASARIMCILARI Ci contemporary oen e - III
) istanbul
DESIG N BEKLIYOR. GTC W MOSFED
L IVE Sinem Omay k IstanbulArtNews
MARYAPRI




Tasarimda
demokrasi hareketi
Maker movement: democracy in design




Iktidara yakinlik olarak ‘yapmak’

Otto von Busch

Zanaatin miras, romantizm ya da iyi niyetli duygusal
strdiiriilebilirlik séylemlerinin icine ¢ekilmesi ¢ok ko-
laydir. Zanaatteki pek ¢ok noktada asil risk John Ruskin
ve William Morris’in taslasmis Sanatlar ve Zanaatlar ro-
mantizminin ya da ulusal zanaat konseyleriyle miizelerinin
gelenekleri ve miraslarinin golgesinde hareket etmektir.
Glenn Adamson’un Zanaatin Icad: (2013) kitabina zanaati
bugiin diisiindiigiimiiz evcillestirilmis versiyonundansa,
doniistiiriicii ve kontrol edilemez bir yeti olarak ele alip
baslamasi bir tesadiif degildir. Adamson’un iddiasina gére
zanaatkarlar yetenekli elleriyle ilk endiistriyel makinelerin
tiretilmesine katkida bulunarak miithendisligin dogusunu
saglamiglardir saglamasina ancak zanaatkarlarin fabrika
katinda kontrol altinda tutulmasini saglamak da miithen-
dislerin gorevi olmugstur. El emegi, iiretim i¢in bir kaynak
oldugu kadar tehdittir de. Zanaatkar, miithendisler tara-
findan planlanmamis pratik ¢6ziimler bulabilir ve iler-
lemeye katkida bulunabilir ama fabrikada calisan eller
ayni zamanda aniden ¢aligmay: yarida birakip liretmeyi
reddedebilirler de. Yetenekli ellerin hakim diizeni gasp
etmek, iktidarin géziinde ‘megru’ kabul edilen yapma bi-
¢imlerinin sinirlarini zorlamak lizerine uzun bir tarihi var-
dir. Adamson 6rnek olarak 1851 Diinya Fuarynda Bramah
patentli bir kilidin agilmasini ve bunun politik yansimala-
rin1 ele alir. Yetenekli bir ¢ilingir sadece yaptiklari kilidin
acilmasinin imkansiz oldugunu diisiinen 6zgiiveni yiliksek
mithendisleri utandirmamis, ayn1 zamanda Ingiltere’nin

gezegen lizerindeki o zamanki hakimiyetini de tehdit al-
tina sokmusgtur.

Zanaatkar ve maker’lar seyler ingsa ederler. Basit bir
tamirat bile olsa maker’1n ellerinden bir sey dogar. Zeki
ellere sahip olmak demek pratik yeteneklere sahip olmak
demektir; isini bilen ve seyleri bir araya getirebilen, bir
seyleri ¢aligir hale getiren, onaran, sabitleyen demektir.
Ayni zamanda pek ¢ok kiiltiirde onarici olmak, is bitirici
olmak ayni zamanda sistemleri manipiile edebilecek yete-
nekte olmak da demektir. Engellerin etrafindan dolagma,
kurallar: ihlal etme ve seyleri harekete gegirebilmek i¢in
hile yapabilme yetenegi anlamina gelir. Zanaatkar olmak
kurnaz olmaktir, sokaktaki anlamiyla zekiliktir ve cogu
zaman kamu yarariyla 6rtiigmez. Yapabilme yetisiyle be-
raber bir nevi kudret de gelir ve yapmak her zaman ikti-
dar ileiligkilidir. Ezciimle hiikkumdarlarin, derneklerin ve
devletlerin siirekli olarak tiretim yetilerini ve eylemlerini
kontrol etmeye ¢aligmalarina sagmamak gerekir. Zanaat-
kar aniden iktidarin emirlerine karg1 gelebilir ve ‘yanlis’
bir sey yapabilir. Ifade 6zgiirliigii tartigmali bir konuysa,
sonugta kimin kimi sorguladigi miiphemdir, yapma 6z-
glirligii daha da tartismaya agiktir. Devlet tartigilabilir
bir etik altinda her ne isterse tiretebilir ancak vatandaglar
icin aynisini yapmak ¢ok daha karigiktir. Mopedinizi bi-
raz daha hizli gitsin diye modifiye etmek her zaman yasal
olmayabilir. Eger evde kendi i¢kinizi iiretiyorsaniz polis
muhtemelen sizi ziyaret edecektir. Sayet kendi (sahte) pa-

ranizi yaparsaniz sonunuz bityiik ihtimalle hapis olacaktur.
Diger 6rnekler gibi silah yapmak devlet oldugunuz siire-
ce yasal olabilir ama benzer bir girisim vatandaglar icin
sorun ¢ikarir. Yapmak iktidara yaklagtik¢a daha ihtilafli
hale gelir.

Yapmakta bir kudret oldugunu séyliiyorsak, giiclenme,
onarma ve yapabilme fikriyati, ayn1 zamanda onun ik-
tidarla iligkisini de incelemeliyiz. Ellerim benim i¢in ya
da arkadaglarim ve toplum i¢in bir seyler yapabilir ama
ayni zamada ilizerinde kontroliim olmayan giindemlere
de hizmet edebilir. Eger bir maker isem ve ellerimde kud-
ret oldugunu biliyorsam bu kudreti nasil kullandigimi da
sorgulamaliyim. Ayni zamanda biliyorum ki yaptiklarim
ne kadar kudretli olursa iktidar da beni o kadar yakindan
izleyecektir. Yaptiklarimi takip edecek, telif haklarini ve
patent anlagmalarini, pazar paylarini ve karlari, mesruiyeti
ve yasal diizeni g6zetleyecektir.

Eger yaptiklarimizin toplum i¢in oldugunu diisiinii-
yorsak ve pratigimiz yasal goziikiiyorsa daha da siipheci
olmaliyiz. Her maker kimin ayak islerini yaptigini sor-
gulamali. Eger yapmanin gergekten bir kudreti varsa, o
zaman iktidardakiler bunu gérmezden gelmeyecektirler.
Sadece dogru sorulari sormakla kalmamali ayni zamanda
da dogru seyler yapmaliyiz.

‘Making'’ as proximity to power

Otto von Busch
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It is easy for craft to be drawn into discourses of heritage,
romanticism and “do-good” sentimental sustainability. Like
many engagements in craft, the risk is always to act in the
shadow of John Ruskin and William Morris and the petri-
fied romanticism of Arts and Crafts, or the traditions and
heritage of national crafts councils and museums. It is thus
no coincidence that Glenn Adamson opens his book 7he
Invention of Craft (2013) with craft as a much more subver-
sive and uncontrollable skill than the domesticated version
we think of today. As Adamson argues, not only did engi-
neering emerge out of crafts, as craftsmen offered the skilled
hands to build the very first industrial machines, but it also
became the task of engineers to make sure the craftsmen
stayed within control down at the factory floor. The work
of the hand is as much an asset as a threat to production. It
can help innovate and find practical solutions not planned
by the engineers, but the working hands in the factory can
also suddenly stop and refuse to produce. The skilled hands
have along history of usurping the ruling order, challenging
the boundaries of that is considered “legitimate” makingin
the eyes of power. Adamson takes as example the lock-pick-
ing on the patent Bramah lock at the London World Fair in
1851 and its political implications. Not only did a skilled
lock-picker outperform the confident engineers who thought
their lock was impossible to pick, but the act also threat-
ened the position of the British as unchallenged rulers of
the planet at the time.

The craftsman and maker build things. Something emerg-
es from the hands of the maker, even if it is simply a repair.

To have “smart hands” means to have practical abilities,
being resourceful and able to get things together, making
things work, beinga “fixer.” But as in many cultures, being
a “fixer,” and getting “things done,” also means the ability
to manipulate systems. It means to get around obstacles, to
trespass and employ some trickery to get things moving. To
be “crafty” means to be cunning, clever in a street-wise way,
and not always with the public good in mind.

With the ability to make comes a certain kind of power,
and making always moves in proximity to power. So no won-
ders rulers, guilds and states have always tried to control the
skills and acts of production. The craftsman can suddenly
turn against the ruling commands and make the “wrong”
thing. Indeed, freedom of speech is a controversial issue;
who is allowed to challenge whom? But freedom of making
is even more contested. The state can produce what it wants,
with whatever questionable ethic, but for citizens to do the
same it is more complicated. Tuning up your moped to go
faster is not always legal. The police will probably come visit
if you are making your own alcohol at home. If you make
your own (counterfeit) money you will probably end up in
jail. And like the previous examples, making weapons can
also be legal as long as you are the state, or running the er-
rands of your ruler, but for citizens the same kind of making
can mean trouble. The closer making gets to power, the more
disputed it becomes.

If we acknowledge there is power in making; empower-
ment, fixingand a “can-do” mentality, we must also examine
its relationship to power. My hands can do things for myself,

or for my peers and community, but also for certain agendas
that I may not be in control over. If I am a maker, and [ know
I have plenty of power in my hands, and I must ask how I
am using my power. I also know that the more powerful my
making is, the closer those in power will be watching me;
closely following my doings, watching copyrights and pat-
ents, market shares and profits, legitimacy and legal status.

If we think our making is for your community and if our
practice is seemingly legal, the more skeptical we have to be.
Every maker has to ask whose errands they run. If this mak-
ing really has power, then those in power will take notice.
We must not only ask the right questions, but we must also

do the right thing.

Turkiye maker ekosistemine
yeni model onerisi

Ahmet Alpat
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1. Jargon, hipotezler ve terimler

insan, esya, alet

Insan, dis diinyadaki cansiz varliklarla, aidiyet ve sahip
olma domeninde bir iliski kurmugtur. Sahip olma giidiisii,
insanin evriminden beri, bir ¢ok yakin ve uzak akrabasin-
da halen mevcuttur.

Teknolojinin gelismesiyle birlikte diinyada iletisiminin
artmasi ve insanligin ortak bir zaman diliminde yagamaya
baslamasi yagamin akigini hizlandirmig ve hiz, insanligin
bir ihtiyaci haline gelmistir. Aylarca siiren yolculuklar so-
nucu ulasilabilen bir sehrin, bir kag saat icinde ulagilabilir
olmasi, insanin esyayla kurdugu iliskiyi de derinden et-
kilemistir. Bu baglamda hiz ihtiyaci, {iretime ve tedarik
zincirlerine de yansimigtir. Bu ihtiyac klasik iiretim me-
todlarinda yapilan fiziksel inovasyonlar, yerini verimlili-
giartiric1 yapay zeka, makina 6grenmesi gibi kavramlara
birakmaktadir. Insanin ihtiyacini aninda kargilayabilmesi
durumu iiretim sistemlerini, insanlarin bulundugu yerlere
yakin durmak zorunda birakmistir. Insanin bu hiz ihti-
yac1 o noktaya gelmistir ki, iiretimi kendi masasinda, yan
odasinda yapmak istemistir. Diisiik adetli ama bagka bir
tireticinin ulagamayacagi hizda iiretim ihtiyaci ortaya ¢ik-
mugtir. Bu trendi takip eden teknoloji, iiretim araglarinin
masaiistii boyutlara inmesini saglamistir.

Bundan 100 veya 1000 y1l sonra, giiniimiiz fabrikala-
rinin ve iiretim modelinin ayni sekliyle kalmayacag: or-
tadadir. Sorulmasi gereken soru sudur: Uretim modelleri
nereye gidecek? Teknoloji tarihinin akisi ve iiretim sistem-
lerinde geldigimiz nokta gosteriyor ki, iiretim daha dalo-
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kallesecek. Evlere, ofislere, okullara girecek. Hatta tasrada,
okullar ve benzeri kamu kurumlari ayni zamanda tiretim
merkezleri olarak kullanilacagini séylemek trend egrisinin
gecmisine bakarak yanlis olmayacaktir diye ditstiniyorum.

Sahip olmaktan ¢ok deneyim yasamanin ¢ok daha de-
gerli oldugunu gésteren aragtirmalar da mevcut. Ornegin
Klingsworth, M. ve Gilbert, D. (2010) Science dergisin-
de yayinladiklar: bir ¢aligmada deneyim satin alan kigi-
lerin, esya satin alan kigilerden daha mutlu olduklarini
bulmuglar.

Ihtiya¢ duyulan egyayi, kendine 6zel bir sekilde ken-
din yapma deneyimi, bu ii¢ noktanin birlesimi olacak diye
tahmin ediyorum.

Endiistriyel devrim sonrasinda fabrikalarin yerleri de-
gisse de biiyiliyen bir hizda artmasi, diinyanin kisi bagi
diisen hasilasinin -200 yil 6nceye kiyasla kadar 25 kat-
artigiyla birlikte insanlar zenginlesmis ve kendilerini eg-
yalariyla ifade etmeye baglamiglardir. Bu, ayn1 zamanda
tasarimin ve modanin baglangi¢ noktasina tekabiil eder.
Bu trend sonrasi tiretim sistemleri diigiik adetli, yiiksek
cesitli tiretime adapte olmak zorunda kalir. Bu durum, ki-
sisellestirilmig liriinlerin ulagilabilir olmasini saglamigtur.

Bir hipoteze gbre maker hareketi, is giicli maliyetinin
yiiksek olmasi ve arag gerecin ulagilabilir olmasinin itici
giiciiyle ortaya ¢ikmigstir. Bu ortaya ¢cikan ‘maker hareketi’
aslinda bir etiket ve mikro trenddir. Peki maker hareke-
tinden mikro trend olarak bahsettirecek 6l¢cek nedir? Bu
6lgek alet, insan ve esya iligkisinin tarihsel gelisimidir diye
diigiiniiyorum. Maker Hareketi’ni, insan, esya ve alet para-

metrelerinin bir diferansiyel denklemi olarak gérityorum.
Ustalik, zanaatkarlik, mucitlik, makerlik

Bizim kiiltiiriimiizdeki eskiden beri var oldugu belir-
tilen ‘maker’lik, ustalikla, zanaatkarlikla karistiriliyor.
Maker, bir objeyi, isi onu yapmak oldugu i¢in yapan kisi
degildir. Bu zanaatkarliktir. Maker, bir problemini ¢6zmek
i¢in etrafindaki nesneleri, aletleri kullanarak bir ¢6ziim
tireten kisidir. Bu ayn1 zamanda mucitin de tanimdir. Her
mucit zaker’dir ama her maker mucit olmak zorunda de-
gildir. Yapilan dijital veya somut ¢iktinin illa ki icat olmast
gerekmez, zaten var olan bir nesnenin aynisini iiretmek
de maker’liktir.

Dolayisiyla maker’lik biraz yaraticilik ve soyut diigiinme
giicii gerektirir. Bunlari, Tiirkiye toplumunun giiglii yon-
leri olarak bahsetmek zor. Maker’igin daha ¢ok ihtiyac,
sosyoekonomik ¢evre ve kisisel arzularin ortaya ¢ikardig:
bir karakter durumu oldugunu diisiiniiyorum.

2. Mevcut durum

Tiirkiye’de maker hareketi

Tirkiye’de maker hareketi, egitim sektoriindeki kurum-
larin FOMO (Fear of Missing Out)’sundan beslenerek ha-
reketlendi ve nihayetinde finansal bir biiyliklitk yaratt:.
Buyeniagilan pazara ilk girenler tabii ki ithalatcilar oldu.
Maker hareketinin, egitim sektdriinde ithalat¢i ekonomi-
den beslenerek biiyiimesinin, oksimoron oldugunu kabul
etmemek zor ancak burasi yeni yerli girisimlerin filizlen-
mesi ve bilyiimesi i¢in de verimli bir ekosistem oldugunu
da kabul etmemiz gerekiyor.
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Peki maker kavrami ne kadar igsellestirildi? Ma-
ker kavraminin igsellestirilmesi i¢in ihtiyacin iceriden
gelmesi gerekiyordu. Okullarda 6gretmenler bir anda
iiretim odakli egitim kafasina dogal olarak gegemedi.
Ancak bu siire¢lerin yaganmasi normal. Sonugta bir hi-
poteze gore, diinyada maker hareketi, isciligin pahali
oldugu, insanlarin alet-edevatlarini barindirabilecek-
leri ve tamir yapabilecekleri bir garaja sahip olduklari
bir kiiltiirden ¢ikma. Bir nevi ihtiyagtan hasil olmus bir
hareket.

Tiirkiye’deki maker ekosisteminde
siirdiiriilebilirlik diisitk

Bir maker isinde ekonomik deger yoksa o is siirdiirii-
lebilir olmuyor. Bunun tek istisnasi topluluk bazli a¢ik
kaynak projeler. Bundan dolay: Tiirkiye’deki maker ha-
reketi, genelde kurumlarin binalarina, ithalat¢ilardan
aldiklar1 yabanci tiriinlerle bir maker alani kurmalari
seklinde gerceklesti. Bu da ekonomik bir deger dogurdu
ve ‘maker hareketi’ sesi ¢ikaran kitlenin nefesi kuvvetlen-
di. Bunlar dogal siiregler. Disarida gelisen bir ekosiste-
min yerele entegrasyonu her zaman zor bir siiregtir. Bir
pro-maker olarak, trendlere direnmeyip bir trendi siir-
mekle, her trendi kagirmamaya ¢aligirken odaklanamak
sorunu arasinda dengeyi kurabildigimizde, 6nce ulusal
sonra uluslararasi ¢ok sayida degeri iiretebilecegimizi
distiniiyorum.

Diinya’da maker hareketi

Tim diinyada maker’larin temel sorunlarindan biri d6-
kiimantasyon ve icerik tiretmemektir. Yapmak maker
tatmin ettigi i¢in cogu maker isi orada birakir. Hatta
proof-of-concept seviyesinde birakan ¢ok maker vardir.
Calistigini goriir ve tatmin olur ¢iinkd itici gii¢ cogun-
lukla meraktir. Bu baglamda isin dékiimantasyonunu
yapip bunun hikayesini anlatacak, kullanim senaryo-
larini insanlara anlatabilecek bir co-makerla (boyle bir
kavram var m1 emin degilim) birlikte caligmak en iyisi
olur diye diigiiniiyorum.

3- Oneri

Tiirkiye i¢in maker modeli 6nerisi

Diinyada maker’ligin geleceginin, mevcut aletlerin gii-
niimiiz teknolojisiyle yeniden yorumlanmasi alaninda
oldugunu diisiiniiyorum. Diinya ¢apinda maker’lar ye-
tistirmek i¢in tasarimla igin mithendisligini birlegtiren
ve kullanici deneyimini 6ne koyan modeller sunmaliy1z.
Bunun i¢in disiplinlerarasi ¢alisabilecek maker’lara ih-
tiyacimiz var. Coziim odakli olmaya ¢ok 6nem verilir
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ancak iyi bir maker olmak igin “sorun odakli” olmak
gerekir. Iyi bir maker'1n sormasi gereken bir kag temel
soru oldugunu diisiiniiyorum; 1- Hangi sorunu ¢6zii-
yorum? 2- Insanlar su an bu problemi nasil ¢éziiyor? 3-
Bu ¢6ziimii mevcut ¢éziimiin alicis1 olmayan ama ayni
probleme sahip kitlelere nasil uyarlarim? Bu yaklasimla
maker kavraminin yerli modelinin kendiliginden ortaya
cikabilecegini ve ‘yerli maker modeli’ aramayi birakabi-
lecegimizi diigiiniiyorum.

Insanlar maker'lig1 kendileriyle yeterince iligkilen-
diremiyorlar. Bir rol modele ihtiya¢ duyuyorlar ancak
bunun da farkinda degiller bence. Maker olma fikri bir
coklar1 i¢in cezbedici ama ilk adimi nereye ve nasil at-
mas1 gerektigini bulabilen her zaman olmuyor. Arayan
da hevesini yitiriyor.

Onerdigim Tiirkiye Maker Modeli, ireten ve bunu su-
nan iki kritik par¢anin bir araya gelmesine dayaniyor.
Maker yetistirmeye calismaktansa, elimizde maker’a en
yakin insan giicliniin bu konseptte degerlendirilmesi
daha uygulanabilir geliyor. Usta ve zanaatkarlarla ya-
pilmak istenen projenin iletisimi, sunumu, sosyal etki-
sini gbézlemeyi bir taraf yapiyor, liretimi zanaatkar ve
usta yapiyor. Maker’lik sadece elle tutulan bir nesneyi
tiretmek degildir, ayn1 zamanda bunun hikayesini an-
latabilmektir. Bu iki yon birlestigi zaman uluslararasi
kalitede is tiretebilecegimizi diigiiniiyorum. Teknik ve
sosyal tarafin bir araya gelmesine dayaniyor. Bizim usta
ve zanaatkarlarimiz genelde alisik oldugu isi alisik ol-
dugu sekilde yapar ve ¢ogu zaman isinin ehlidir. Bu ye-
tenegin paketlenmesi gerektigini diisiiniiyorum. Diinya
capinda iglerin dokusu da bu sekilde.

Tirkiye’de organizasyon ve ailelerin maker’l1iga yak-
lagimi genelde “Biz geri kalmayalim” seklinde. K6tii bir
niyet yok ancak tam olarak kimse ne yapmasi gerektigini
bilmiyor ¢linkii maker hareketinin bir kullanim kila-
vuzu yok. Kendi kendine dogal seyrinde olusan bir sii-
reg. Bu siireci ithal edemiyoruz. Dolayisiyla benim gibi
pro-maker (isi makerlik olan kisi, maker’ iginin sonucu
olan ¢iktilari ticarilestiren) kategorisindeki insanlarin
bu kavramlari hangi yerel sorunlara uygulariz ve olumlu
sonug aliriz diye saha testi yapmasi gerekiyor.

4- Vaka analizi

Tiirkiye maker hareketinde bir vaka analizi:

Alya 3D yazct

Kendi sorunumu ¢6zdiigiim ilk maker projem, biiyiik
kizim Alya’nin bebekliginde gaz problemini ¢6zmek i¢in
yaptigim bir isti. Bliyiik kizim Alya yeni dogali bir kag ay
olmustu ve gazdan dolay1 uyuyamiyordu. Arabaya bindi-

gimizde gaz sancisinin azaldigini ve arabada uyudugu-
nu farketmistim. Bebeklerde gaz sancisinin sebeplerini
aragtirip, bagirsakta bakteri florasinin yeni olugtugunu
ve bunun gaz yaptigini ancak bagirsaktaki peristaltik ha-
reket heniiz yeterince giiglii olmadig1 igin, gazin birikip
bir bolgeye basing yaptigini ve bunun sanciya sebep ol-
dugunu 6grendim. Arabaya koydugum bir IMU sensoérle
titresimleri kaydettim. Ana kucagi olarak bilinen yatak
salincaga bir motor bagladim. Motor siiriicli arabanin
kaydedilen titresimlerini okuyup aynisini ana kucagina
uyguluyordu. Bu sayede arabadaki titresimi simiile edi-
yordum. Ise yaramust1.

Alya biiyiidiikge bir oyuncak maliyeti gercegiyle kar-
silagtik. O dénem endiistriye 3D yazici iiretiyorduk ve
Alya’ya 3D yazicilardan oyuncak yapryordum. O aralar
aklima ¢ocuklarin rahat kullanabilecekleri, giivenli bir
yazici yapma fikri dogdu. Arikovani Kitlesel Fonlama
Platformu’na projeyi koyduk ve 143.000 TL 6n siparig
aldik. Burada bir gelecek oldugunu gérmiistiim.

Bu siirecte Kat1 Hal Arge, 1.66 milyon dolar degerle-
meyle bir yatirim ald.

11k miisterilerimiz 6zel okullardi. Okullarda 4lya 3D
Yazicr'y1 goren 6grenciler evlerine de istemeye baslamig-
lard1. Bir noktada ev kullanicilarinin sayis: okul kulla-
nicilarini gegti. Bu noktada evlere odaklanmak gerekti-
gini farkettim. Uriinii evde rahat ve giivenli bir sekilde
kullanilacak sekilde tasarladim. Alya’nin etrafinilegoyla
kaplamigtim. Bu 6zellik kullanicilarin kendi yazicilarini
istedikleri sekilde kisisellestirmelerine olanak veriyor-
du. Bu da cihazla kullanici arasinda duygusal bir bag
kurulmasini sagladi.

Bu durum finansal olarak giiclii bir etki yaratti; sirket
gelir bazinda 8 kat biiyiimiistii. Oniimiizdeki sene Kat1
Hal Arge’nin, Tiirkiye’nin en hizli bityiiyen teknoloji sir-
keti olacagi ongoriiliiyor.

Kizim Alya biiyiidiikge ihtiyaglari degisti ve bu iirii-
nii de farklilastirdi. Bir siire sonra evlere giren Alya 3D
Yazicr'nin bir 6grenim platformuna dogru evrilmesi ge-
rekliligini dogurdu ¢iinkii evde bdyle bir ihtiya¢ dog-
mustu. Alya 3D Yazic: yakin zamanda global bir oyun-
cu haline gelecek. 2018’de 25 iilkeye ihrag edilecegini
ongoriiyoruz.

1- Jargon, hypotheses, and terms

Human, object, tool

Humans have built the relationship with inorganic things in
the external world in the domain of ownership and possession.
The instinct of possession still exists in many close and distant
relatives of humans since their evolution.

With the developments in technology, constantly increas-
ing communication around the world and livingin a common
time zone have accelerated the flow of life. Thus, speed has
turned into a need for humanity. It is now possible to reach
a city, which used to be months away, only in a few hours
and this fact has influenced humans’ relationship with ob-
jects deeply. In this context, need for speed has been reflect-
ed in production and supply chains as well. With this need,
physical innovations in classical production exchanged into
concepts such as machine learning and artificial intelligence
which increase productivity. Ability to satisfy a need imme-
diately left the production systems no choice but remain close
to people. This need for speed has increased to such an extent
that people wanted to produce even at their desks or in the
next room. A production need emerged which has low volume
but at a speed another producer could not reach. Following
this trend, technology enabled means of production to shrink
into desktop sizes.

It is obvious that, after 100 or 1000 years, today’s factories
and production models will not remain the same. Now we have
to ask this question: How will production models change? The
course of technology history and the point we have reached
in production systems show that production will be more lo-
calized. It will be integrated into homes, offices, schools. I
even think that we can say rural schools and similar public
institutions will also be used as production hubs considering
the history of the trend curve.

There are some researches showing that to experience is
much more valuable than to possess. For instance, in a study
published in Science journal, Klingsworth, M. and Gilberrt,
D. (2010) found that people who purchased experience were
happier than those who purchased goods.

I guess the experience of custom-makinga necessary object
by yourself will be the combination of these three points.

Although the factories have been displaced after the indus-
trial revolution, people started to prosper and express them-
selves through their belongings with the growing number of
factories and 25 times higher per capita output in the world
compared to 200 years ago. This also corresponds to the starting
point of design and fashion. After this trend, production sys-
tems had to adapt themselves to low-volume high-variety pro-
duction. This situation made customized products accessible.

According to a hypothesis, maker movement emerged
through the driving force of accessible equipment and a high
cost of the workforce. This ‘maker movement’ is actually a
label and a microtrend. On what scale can maker movement
be considered a microtrend? I think this scale is historical
development of the relationship between tools, humans, and
objects. I consider Maker Movement as a differential equation
of human, object and tool parameters.

Mastership, craftsmanship, inventorship, making
Making, considered to exist in our culture for a long time,
is mistaken for mastership and craftsmanship. Maker is not
someone who makes an object just because of his/her job. This
is craftsmanship. Maker is someone who delivers a solution
by using the objects and tools around him/her in order to
solve a problem. This is also the definition of the inventor.
Every inventor is a maker but not every maker is an inventor
necessarily. Digital or concrete output does not have to be an
invention; producing an exact copy of an object that already
exists is also making.

Therefore, being a maker requires creativeness and power
of abstract thinking at some level. It is hard to mention these
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as strengths of Turkish society. I believe that being a maker
is rather a character arising from needs, socio-economic en-
vironment, and personal aspirations.

2- Current situation
Maker movement in Turkey
FOMO (Fear of Missing Out) triggered the maker movement
in educational institutions in Turkey and reached a financial
growth ultimately. Of course, the first ones attempted into
this new market were importers. It is hard to deny that maker
movement growing by the importer economy in education
sector is oxymoron. However, we have to admit that thisisa
fruitful ecosystem for new local enterprises to flourish.
Then, how much has the concept of maker been internal-
ized? The need was supposed to be internal for internalization
of the maker concept. Naturally, teachers at schools could not
start to adopt a production-centred education approach imme-
diately. Nevertheless, these processes are quite normal. Allin
all, according to a hypothesis, maker movement in the world
raised from a culture where labor cost is high and people have
a garage to keep their tools and repair. It is a movement existed
from the needs in some way.

Sustainability is low in the maker ecosystem in Turkey

If there is no economic value in a maker job, then this it is not
sustainable. The only exception is community-based open-
source projects. Therefore, maker movement in Turkey real-
ized by institutions’ by establishing a maker area within their
buildings with foreign products from importers. This creat-
ed an economic value and people’s voice in the ‘maker move-
ment’ strengthened. These are natural processes. To integrate
an external ecosystem into a local one is always difficult. Asa
pro-maker, I believe that we will be able to create first nation-
al, then international value when we strike a balance between
maintaining a trend by resisting to other trends and inability
to focus while trying to catch up with every single trend.

Maker movement in the world

One of the basic problems of makers in the whole world is
failing to produce documentation and content. As the act of
making satisfies a maker, many makers do not push forward
after a certain point. There are many makers who quit even
at the level of proof-of-concept. They see that it works and it’s
satisfactory enough as the driving force is mostly curiosity. In
this context, I think it’s best to work with a co-maker (I'm not
sure if such a concept exists) who can carry out documentation
of the process and storytelling and translate user scenarios to

other people.

3- Recommendation

A Maker model offer for Turkey

I think that the future of being a maker in the world will be
re-interpretation of existing tools with today’s technology. In
order to train makers worldwide, we should present models
that combine engineering with design and prioritize user ex-
perience. For this, we need makers who can carry out inter-
disciplinary works. Being solution-oriented is considered to
be important; however, you have to be problem-oriented to be
a good maker. In my opinion, there are a few key questions a
good maker should ask: 1- Which problem do I solve? 2- How
do people solve this problem now? 3- How can I adapt this
solution to the masses who are not buyers of this solution but
have the same problem? With this approach, I think the local
model of maker concept may emerge spontancously and we
can stop searching for a ‘local maker model’.

People cannot sufficiently relate themselves to being a mak-
er. They need a role model but they are not even aware of that.
The idea of being a maker is very tempting for many, but not
everyone can find out where and how to take action. And
those who search for it lose their passion.

Ahmet Alpat

Maker Model for Turkey that I offer is based upon bring-
ing the 2 critical pieces together, i.e. producer and presenter.
Evaluating the labor force at hand that is the closest one to
a maker within the framework of this concept seems more
feasible than the attempt of raising makers. One side fulfills
communication, presentation, and observation of social im-
pact for the project intended to involve masters and artisans
while masters and artisans make the production itself. Making
is not only producing a tangible object but also being able to
tell that object’s story. I believe that we can produce projects
within international standards when these two aspects come
together. It is based upon coming together of technical and
social aspects. Our artisans and masters generally realize their
projects in a way they are familiar with. I think this talent
should be preserved. The structure of the process is also like
that in the world.

In Turkey, the approach of organizations and families
towards being a maker is growing around that idea: “We
shouldn’t remain behind.” Here, the intention is not bad;
however, nobody knows what to do exactly because there is
no user guide for maker movement. It is a spontaneous and
natural process. We cannot import this process. Therefore,
pro-makers (someone whose job is making and who commer-
cializes outputs of making) like me should carry out field tests
to explore to which local problems can these concepts be ap-
plied and how to obtain positive results.

4- Case analysis

A case analysis about maker movement

in Turkey: Alya 3D printer

My first maker project, through which I'solved my own prob-
lem, was a project I did to solve the gas trouble of my older
daughter Alya in her babyhood. My older daughter Alya was
only a few months old and she couldn’t sleep because of gas. I
realized that her gas pains relieved when we got in the car and
she could sleep there. I rescarched the causes of gas pains in
babies and I learned that bacterial flora in her intestines was
newly emerging and it caused pain; however, as a peristaltic
movement was not strong enough, gas was accumulating and
pressurizing an area by causing pain. I recorded the vibrations
via an IMU sensor placed in the car. And I connected an
engine to a bouncing chair. Engine drive was reading the re-
corded vibrations and applying the same to the bouncing chair.
Hereby, I was simulating the vibration in the car. It worked.

As Alya grew up, we faced the truth of toy costs. At that
time, we were producing 3D printers for the industry and I was
making toys for Alyavia 3D printers. Then I came up with an
idea of making a safe printer that children can easily use. We
started a project on Arikovani Crowdfunding Platform and
we pledged to TRY 143,000. I saw a future in it.

During this time, Kat1 Hal R&D received an investment
through a valuation of $1.66m.

Our first clients were private schools. Students wanted to
have Alya 3D printers at home after seeing at school. At some
point, household users outnumbered school users. There I re-
alized that we should focus on houses. I designed the product
so that it could be used at home easily and safely. I decorated
Alya with Lego pieces all around. This feature enabled the us-
ers to personalize their printers as they wished. And it helped
them to establish an emotional bond with printers.

This situation created a financially powerful impact and
the company grew 8 times on the basis of income. It seems
that Kat1 Hal R&D will be the fastest-growing technology
company in Turkey.

As my daughter Alya grew up, not only her needs changed
butalso the product became different. After a while, Alya 3D
Printer had to evolve into a learning platform because there
was such a need at home. Alya 3D Printer will be a global
player soon. We project to export it to 25 countries in 2018.
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‘Ortam siiper’dir. Oyle ki, dénemin Ingiliz centilmeni
bu deyisi bilse “What a lovely day”i diline dolamaktan
vazgecip, biitiin giin ‘Ortam siiper’ diyerek gezebilir. Zira
19. yiizyil, erkek aklinin kendisini kutlamak ve ilerle-
meyi kutsamakla epey mesgul oldugu bir dénemdir.
Rasyonellik, objektiflik ve ilerleme donemin mottola-
ridir. Kant Aydinlamasi Avrupa’ya yerlesmis, ilerleme,
aydinlanma diisiincesi i¢inde bir toplumsal program
niteligi kazanmigstir. Liberal yaklagimda olusturulmas:
hedeflenen iyimser ekonomik gelisme diskuru epey ha-
kimdir ortama. Laisser-faire politikalar1, pazarin sana-
yilesme siirecinde 6zgiirce ¢aligmasini saglar.

Oyle ilerler ki Ingiltere, 1815te, tiim diinyanin toplam
sanayi tiretiminin dortte birini gerceklestiren en ileri s1-
nai ticari gii¢ olacak kadar ileri gider. Sir Conan Doyle’un
Sherlock Holmesunu agarsaniz, dénemin sanayi sehrinin
sisi, pusu, kurumu dokalir istiiniize. William Blake’in
siirlerinde o kurumlar1 sanayi bacalarindan ¢ocuk isciler
temizler. Sanayilesmenin talep ettigi tektiplige ve de egi-
time sahip emek arzinin saglanmasi i¢in, ayni ¢ocuklar,
ilk kez bu dénemde zorunlu temel egitime tabi tutulur.
“Gergekler” diye acilir Charles Dickens romani, kasvet-
le, “O geng erkeklere ve geng kizlara o okul siralarinda
sadece gergeklerin 6gretilmesi’ni salik verir kinayeyle.

Dénemin gergeklerini Arts and Crafts akiminin teo-
risyenlerinden Ruskin géyle 6zetler: “Ingiliz ormanlari-
nin her bir yapragini kémiirle kararttik, yine de insanlar
soguktan olityor. Limanlarimiz ticari gemilerle dolu ve
insanlar agliktan Slityor.”

Avrts and Crafis hareketi bir bagkaldiridir. Hareketin
onciilerinden Walter Crane’e gére “Ucuz mallar iireten
ve ucuzlugunun bedeli iireticisinin yagamiyla, kullani-
cisinin agagilanmasiyla 6denen adina sanayi, kalkinma
denen sey karsisinda bir protestodur.”

Avrts and Crafts, orta ¢agin lonca teskilatinda oldugu
gibi objenin elle, rekabet¢i mekanik bir sistemden ziyade,
bilginin aktarildig: bir dayanigma ortami i¢inde, maki-
naya degil insana yakisan, insani bir tutumda tiretilme-
sini 6ngoriir. Karlilik motifine bagli olarak isleyen pazar
mekanizmasinin karsisina; artizanligy, kitle iretiminin
ucuz zevksiz liriintin karsisina; iyi tasarlanmusg el iireti-
mini koyar. Hareketin ilerici kanadi, emekgi otonomisini
ve sosyalist degerleri savunur. Iyi tasarlamis giindelik
esyaya ulagmak ve liretirken somiirilmeden ¢aligmak
herkesin hakki olmalidur.

Bugiin, The Economist’in satir aralarindan Nuri Algo
kahkahalar1 yiikselir: “Sonug olarak Arts and Crafis ba-
sarisizlikla sonu¢lanmisg bir harekettir ¢iinkii kapitalizmi

reddetmeye c¢alisip, zanaatin aslinda hi¢ var olmamis
altin ¢agina dénmeye ugrasmistir. Teknolojiyi ve is mo-
dellerini kucaklayan maker hareketi, artizanlig1 destek-
lemek konusunda biraz daha sansli olacaktir.”

Bugiin, maker hareketii¢ine aldig1 kendin yap kiiltiirii
ve kendi elinle iiretme eylemiyle benzer bir modernizm
elestirisi sunar. Tiketim kiiltiiriiniin Giretim toplumuy-
la degis tokusu heyecan uyandiran bir vaattir dogrusu.
Maker hareketi bir cat1 ve kendi domatesini yetistireni
de, evindeki 3 boyutlu yazici ile giindelik gereglerini ta-
sarlayan1 da, Aurdinio gibi elektronik gelistirme kart-
lariyla nesneleri modifiye edip robot yapan teknofilleri
de altinda bulusturuyor.

Uretmek icin gerekli olan know-how’in paylasildig:
maker space’lerle, tutorial’larin paylasildigi, kodlarin
acik kaynakli olarak yazilip herkesin erigimine sunul-
dugu platformlariyla maker hareketi, Arts and Crafts'in
arzuladig iizere tasarim iiretimini demokratiklegtir-
mektedir.

S6miirii endiistrisinin ¢arkinin disinda, evde, tasar-
lanan artizan triinler, insan elinden ¢ikip bir market
raf1 aracilig1 olmaksizin Etsy gibi platformlarda insan-
larla bulugur. Ornegin kahve bardaginizi o 6glen, soyle
Nordik estetigine uygun bir dig mekan mobilyasinin iis-
tiine koymaya heves ederseniz Ikea’ya gitmek zorunda
degilsiniz. 3 boyutlu yazicinizin i¢ine, mesela Iskandinav
mimarisinde sik kullanilan hug agacinin liflerini iceren
ahsap filamenti yerlestirerek baglayabilirsiniz. Tasarimi,
arayliz programi Cura’y1 kullanarak yazicinin SD kartina
yiikleyip 1s1 ve hiz1 da ayarlarsaniz, bir kag saat i¢inde
mobilyaniz tamamlanmis olacaktir. Tutorialini daya-
nigma ruhuyla YouTube’a, iiretiminizi de Etsy’e ytikle-
yebilirsiniz.

3 boyutlu yazicilar ve aurdino gibi kontrol kartlarinin,
eskiden sadece endiistrinin iiretebildigi seyleri ev orta-
minda miimkiin kilmasi, bir devrimin esiginde oldu-
gumuz seklinde yorumlaniyor ve ‘internetten de bityiik’
olacagi séyleniyor. Yine de iki satir kod yazma aligkan-
ligy, ilgisi ve vakti olmayanlarin, yani vatandas katili-
muinin, bu kadar biiyiik olacagi 6ngoriilen bir devrimde
nasil saglanacagi (pasif kullanicilar olmak diginda) tam
bir muamma.

Hareketin, alim giicii yiiksek, beyaz erkegin yiiksek
teknoloji vasitasiyla kendisi i¢in oyuncaklar tiretmesi-
ne odaklandig1 ve devrimden ziyade kendi tekno se-
ver elitini yaratacagl yolunda elestiriler de var. Biraz
fazla hassas olmakla beraber, yine de tam olarak iftira
denemeyecek bir diger elestiri sdyle soylityor; “Birtakim

nesneler yapmaya béylesine yiiksek bir deger atfetmek,
sadece kapitalist bir mantig1 satin almak degil, tarihsel
olarak kadinlarin tistlendigi -egitim, ¢ocuk bakimi gibi-
mesleklere nesne tiretimini fistiin tutarak kapitalizmin
cinsiyetci tarihini siirdiirmektir.”

Kapitalizm baz1 seyleri doniistiirmek konusunda ma-
haretli. 68’in 6zgiirliik soylemini, tiiketme ve market ra-
finda iiriin segme Szgiirliigiine doniistiiren piyasa me-
kanizmasi; bu iyimser, dayanisan-iireten 7aker resmine
neler yapmaz? $6yle ki; tasarimi1 demokratiklestiren, acik
kaynakli yapisiyla bu devrime 6n ayak oldugu séylenen
3 boyutlu yazicilarin 6ncii firmalarindan Maker Bot,
2012’de hig de paylagimci sayilmayan kontrollii ve ‘clo-
sed’ modelini ilk kez piyasaya siirdii. Ardindan 2013’de
Texas’l1 bir teknoloji firmas: ¢aligan1 YouTube’a 3 bo-
yutlu yazicilar ile ne kadar da basitge iirettigini anlattig:
silahin videosunu yiikleyiverdi. Biri ¢ikip; “Insan oglu
kendi aklina, ilerlemeye en son béylesine tezahiirat yap-
tiginda iki diinya savagi patlak verdi ve 6liimlerin cogu
vurusurken degil, siperde beklerken dénemin teknolo-
ji harikasi yesil gazla oldu” dese sdylenecek pek az sey
vardir.

Belki de esas soru; tiretim ve titketim aligkanliklarini
derinden etkilemesi 6ngoériilen bu hareketin, emek-ge-
lir iligkisinde devrim adin1 alabilecek yeni bir form ta-
nimlayip tanimlamadigidir. Ornegin, Arts and Crafisin
aksine maker hareketinin, ekonomiye ‘bagariyla’ eklem-
lenmesini saglayan dijital platformlardan Etsy’de, iire-
timlerini arz eden makerlarin ytizde 97’si evden ¢aligiyor.
Yiizde 74’11 hobi degil is yaptiklarini séylerken, yiizde
18’i tek gelir kaynaklarinin bu oldugunu beyan ediyor.
Yanimaker hareketi sadece Arts and Crafisin dayanigma
ruhu ve emekgi otonomisini kucaklamakla kalmiyor.
Otonomi derken, ileri kapitalist donemin freelance, esnek
zamanli, esnek mekanli emek modellerini ve sendikasiz
giivencesiz ¢aligma prensibini de megrulagtiriyor.

Konuyla ilgili kurulabilecek, en gercek, en basit ciim-
lelerden biri iyi tasarimin iyi hissettirdigi ve elle tiret-
meyianlamli buldugumuzdur. Bir digeri ise, bunun far-
kinda olan kapitalist piyasanin ‘kendi drone’unu kendin
yap, saksina nem sensoérii tak akilli saksi tasarla’ atélye-
leri ile, devrim soslu bir deneyim ekonomisi pazarliyor
oldugu olabilir.

Elle iiretme deneyimi satan neo-liberal ekonomiyi,
devrim heyecaniyla hem de aparatiyla, aksesuariyla satin
aliyor olabiliriz pekala.

Less exciting version of the story:
The handmade's tale

“The atmosphere is super.” In such a way that the English

gentleman of the time would stop saying “What a lovely day’
and could walk around all day saying, “The atmosphere is su-
per.” Yet, the 19* century is a period when the male mind
is very busy with celebrating itself and sanctifying progress.
Rationality, objectivity and progress are the mottos of the pe-
riod. Kant’s Enlightenment is settled in Europe and acquired
the quality of a social program in the thought of progress and
enlightenment. The optimistic economic development dis-
course aimed at creating a liberal approach is quite dominant.
Laisser-faire policies ensure that the market works freely in the
industrialization process.

Itis said that in 1815, England goes as far as to be the most
advanced industrial commercial power that realizes a quarter
of the total industrial production of the whole world. If you
open Sir Conan Doyle’s Sherlock Holmes, the fog, the haze,

the soot of that era’s industrial city pours out. In the poems of

William Blake, child workers clean up those soot from indus-
try chimneys. The same children are subjected to compulsory
basic education in this period for the first time in order to
ensure labour supply with the uniformity and the education
required by the industrialism. Charles Dickens novel dismally
opens up with the word; “Truths”, ironically suggesting that
“those young men and young girls should only be taught the
truths in their schools”.

One of the theoreticians of the Ar#s and Crafts movement,
Ruskin summarizes the facts of the period as: “We have dark-
ened every leaf of British woods with coal, yet people die be-
cause of the cold. Our harbours are filled with commercial
ships and people starve to death.”

The Arts and Crafts movement is a rebellion. According to
Walter Crane, one of the pioneers of the movement, “It is a
protest against that so called industrial progress which pro-
duces shoddy wares, the cheapness of which is paid for by the
lives of their producers and the degradation of their users.”

Arts and Crafis proposes that the object should be produced
manually, in a collaborative environment in which knowledge
is transmitted rather than in a competitive mechanical system;
in a humanitarian rather than mechanic manner. It places ar-
tisanship against the market mechanism that works depending
on the profitability motive; well-designed hand production
against the cheap tasteless product of mass production. The
progressive wing of the movement defends the working-class
autonomy and socialist values. It must be everyone’s right to
reach well-designed everyday objects and to work without be-
ing exploited.

Today, between the lines of The Economist, Nuri Algo’s
laughter rises: “As a result, Arts and Crafis is a failed act because

Silay Sildir

As Arts and Crafis desires, the maker movement

democratizes design production, with the maker

spaces where the know-how needed to produce is

shared and platforms where tutorials are shared,

and the codes are written in an open source way

it has attempted to refuse capitalism and to return to the gold-
en age of craft, which actually never existed. The maker move-
ment that embraces technology and business models will be a
little bit luckier in supporting the artisanship.

Today, the maker movement presents a similar critique of
modernism with DIY culture that it incorporates and the act
of producing with handcrafting

To be honest, the exchange of consumption culture with
the society of production is an exciting promise. The maker
movement is a roof that brings many kinds of people together;
the ones raising their own tomatoes, the ones designing their
own daily tools with 3D printers at home and technophiles
who make robots by modifying the objects with electronic
development cards like Arduino.

As Arts and Crafis desires, the maker movement democ-
ratizes design production, with the maker spaces where the
know-how needed to produce is shared and platforms where
tutorials are shared, and the codes are written in an open
source way and are accessible to everyone.

Apart from the wheel of the exploitation industry, artisan
products that are designed at home, meet people via platforms
such as Etsy without the need for a store shelf, directly out of
the designer’s hands.

For example, you do not have to go to Ikea if you are en-
thusiastic about putting your coffee cup on an outdoor furni-
ture suitable for Nordic aesthetics, on that afternoon. You can
start by placing some wooden filament into your 3D printer,
for instance, the birch tree fibres that are commonly used in
Scandinavian architecture. If you load the design onto the
printer’s SD card using the interface program Cura and set
the temperature and speed, your furniture will be completed
within a few hours. You can upload the tutorial to YouTube
with a spirit of solidarity and your production to Etsy.

The fact that 3D printers and control cards such as Arduino
make the production of things that used to be produced only
by the industry, possible to produce at home, is interpreted like
we are on the edge of a revolution and it is speculated that this
revolution will be ‘even bigger than the internet’. Nevertheless,
how the participation of the ones who don’t have the habit,
interest and time to write two lines of code, that is of the cit-
izens, will be obtained in a revolution which is predicted to
be so big, is a complete mystery.

There is criticism that the movement is focused on white
man with high purchasing power producing toys for himself
through high technology and that it will create its own tech-
nophile elite rather than a revolution. Another criticism which
is very sensitive yet could not be exactly called ‘a slander’ is as
follows; “To attribute such a high value to making a number

and are accessible to everyone

of objects is not just to buy a capitalist rationale but also to
maintain the capitalism’s gendered history by valuing object
production higher from professions historically held by wom-
en- such as education, child care”.

Capitalism is devoted to transforming things. Can you
imagine how the market mechanism that transforms the
68’s discourse of freedom into freedom to consume and to
choose products on the market shelf; affects this optimistic,
collaborating-producing maker scene? To illustrate this point;
Maker Bot, one of the pioneers of 3D printers that are said
to lead this revolution with their open-source structure and
that democratize the design, launched its first controlled and
closed model in 2012, which was not considered collaborative
at all. Then in 2013, an employee of a tech company in Texas
uploaded to YouTube the video of how easy he produced a gun
with 3D printers. If someone were to come forward and say,
“The last time humankind acclaimed his mind and progress
that much, two world wars happened and most of the deaths
happened not in combat but while waiting at the trench, due
to the green gas that was the technological masterpiece of the
era’, there would be so little to say as a response.

Perhaps the main question is whether this revolution pre-
dicted to deeply affect production and consumption habits,
defines a new form that can be named as a revolution in the
relationship of labour-income, or not. For example, contrary
to Arts and Crafts, 97 percent of makers who supply produc-
tions at Etsy which is one of the digital platforms that allow
the maker movement to successfully get incorporated into the
economy, work at home. 74 percent say they are doing busi-
ness, not leisure activities and 18 percent declare that this is
their sole source of income. So, the maker movement does not
just embrace the spirit of solidarity and the labour autonomy
of Arts and Crafts. By meaning autonomy, it also legitimizes
the freelance, time-flexible, place-flexible labour models and
the principle of insecure work without unionism of advanced
capitalist era.

One of the most real, simple sentences that can be made
about the topic is that good design feels good and we find it
meaningful to produce by hand. Another one may be that the
capitalist market that is aware of this, is marketing an expe-
rience economy with a revolutionary sauce, with workshops
such as ‘Do your own drone’, ‘Put a humidity sensor to your
pot, design a smart pot’.

We may well be purchasing the neo-liberal economy that
sells the experience of manual production, as well as with its
apparatus and accessories, with the excitement of the revo-
lution.



Beseri bilimleri ve teknolojiyi
‘vapmak' ile bidestirmek

Agnieszka Jacobson-Cielecka, Ewa Klekot, Mateusz Halawa
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School of Form 2011’den beri SWPS University of Social
Sciences and Humanities gatis1 altinda faaliyet goste-
ren inovatif bir lisans programi. Okul; tasarim camiasi,
yaratici endiistriler ve yerel iireticiler arasinda (Polonya
diinyanin dérdiincii bityiik mobilya tireticisi) gittikge
biiyiiyen tasarim egitiminde degisim ihtiyacindan étiirii
kuruldu. Ders programini olusturmamiza yardim etmesi
ve bize yol géstermesi i¢in trend uzmani ve uzun siiredir
Eindhoven Tasarim Akademisi’nin baginda olan Lidewij
Edelkoort’u davet ettik. Baglami anlayip kullaniciyla
empati kurabilen tasarimlar yapan yaratici bir diigi-
niir ve ayn1 zamanda humanist bir tasarimei yetigtirme
vizyonuna odaklanarak okulun programini hazirladik.
Yetistirecegimiz tasarimci; zanaat geleneginden ve kiil-
tiirden destek almali, ayn1 zamanda da modern teknoloji
ve aletleri kullanabilmeli. Bu sebeple ders programimizi
Tasarim ve Humanities olarak tanimliyoruz ve bu iki
yolun birlesimi olarak gelecegin tasarimcilarini yetis-
tirecek sekilde kurguluyoruz. Zaman igerisinde bu id-
dianin bagariya ulagsmasinda bir anahtar unsurun daha
oldugunu kesfettik: Tasarim ve Beseri Bilimler egitimini
sliregte i¢ ice gecirecek temel etken; bedensellesmis dene-
yim. Ogrenciler, fiziksel emek ve el giiciiniin maddenin
gosterdigi direnisi alt ederek (ister kil olsun, ister porse-
len, odun ya da metal) kendi seviyelerini test ediyorlar.
Diisiinceleri daha derinlere kok saliyor ve tasarim siireci
daha az 6nggriilebilir oluyor.

Fakiilte iiyelerimizin, ikinci grup mezunlarimiz iize-
rine yazdiklar: kisa denemelerden secilmis projeler ve
baglamlar: inceleyebilirsiniz.

Hayatta kalmak igin tasarim
Diinyanin dengeye ihtiyaci var. Tasarim diinyasi i¢in

de aynisi gegerli. Bazilarimiz eylemlerimizi uzaya tagiya-
cagimizi ve yapay zekayla robotlarin bizi oyun dig1 bira-

kacagini diisiinse de, bazilarimiz da diinyanin binlerce
y1l boyunca teknolojisiz yasadigini ve belki gelecekte
kurtulusumuzu dogada ve gelenekte bulacagimizi dii-
stiniiyorlar.

Monika Aleksandruk yerel bir dokumaciya ait eski
usul bir atélyede eski bir dokuma tezgahi ile bir kag ay
gecirdi. Buraya icinde yaratma azmiyle gelmisti. Sanat-
sal fikirleri zanaaatin gereksinimlerine uymak zorunda
kaldi. Atélyede uzmanlagti, calisma 6lgegini degistirdi
ve kendi ifadelerini minimuma indirdi. Oniinde daha
¢ok yol oldugunun farkinda. Tevazu géstermeyi 6grendi
ve kisisel ge¢misiyle nesiller arasindaki barikatlar1 yikti.
Kendi kusaginda bu zanaati bilen tek kisi olabilir.

Patrycja Botzan kirsal kesimde bugiine kadar uygu-
lanan geleneksel metodlari kullanarak elektirige ihtiyag
duyamayan bir buzdolabi/kiler yaratti. Aslinda bir icat
gerceklestirmedi, daha ¢ok mevcut bilgiyi ihtiyaglarla
ve imkanlarla eslestirdi. Bunu yaparken de modern ve
cekici bir formu siirdiirmekten de vaz gegmedi.

Yiiksek teknoloji ve eski metodlara doniis bir rahatlik
sagliyor; eger tasarimcilar beraber calisirlarsa Mad Max
vari bir post apokaliptik diinyada hayatta kalabilecegi-
mize dair inangla dolduruyor.

Dogal ve yapay olanin 6tesinde

21.yuzyilin tasarimcist kaynaklarini ‘dogal’ ve ‘yapay’
olarak mi diigiinmeli? Henk Jonker’in irettigi, kendini
bakteriler ile onaran beton iiriinii dogal m1 yoksa yapay
m1? Chloé Rutzervald’in ii¢ boyutlu yazicidan ¢ikarttig:
kekteki mantarlar ve yesillikler dogal m1 yapay m1? Biraz
deneyelim ve anlamaya ¢aligalim ‘dogal’ ve ‘yapay’ bize
ne ifade ediyor? Ilk olarak dogay1 nerede bulacagimiz
tizerine diisiinelim. Bir rezervde mi? Bir dogal parkta mi1?
Bu yerler doga halini en yapay haliyle temsil ediyorlar. In-
sanlar tarafindan kurulmug bu ortamlar yasal kurumlar
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vasitastyla diger insanlarin miidahalesine karsi korunu-
yor (Ayni zamanda ‘miinasip’ goriilmeyen hayvanlar ve
bitkilerden de arindirilmig olarak) dogay:1 en saf haliyle
korumak amacini giidiiyorlar. Dogay1 dogal durumunda
korumak karmasgik kiiltiirel pratikler gerektiriyor. Marta
Szostek’in veya Martyna Gorgol’un iserindeki bitkiler
nereden toplanir ki onlar1 ‘dogal’ olarak tanimlayalim?
Doga nerede bitiyor ve kiiltiir nerede bagliyor? Neden
biri digerinden daha iyi olsun?

Cevre farkli maddi formlarin bir arada ortaklasa ya-
samasindan ibaret; bu tasarimcilar ve kullandiklari kay-
naklar i¢in de gegerli. Cevrenin bir pargasi olmak 6zsel
olarak farklilik gosterebilecek gesitli perspektiflerin ger-
cekliklerini paylasmak demek; kolay kolay ‘dogal’ ya da
‘yapay’ olarak kategorize edilemeyecek perspektiflerin.

Ewa Klekot Form okulunda antropoloji dersleri ve-
riyor.

Soru soran robotlar

Hali hazirda arama motorlari, akilli telefonlar ve sos-
yal aglar sayesinde gittik¢e daha agina oldugumuz al-
goritmalar diinyasinda yasiyoruz. Diinyay1 degistirme
kapasitemizi genigleten ama ayni1 zamanda is imkan-
larimiz1 da elimizden alan robotlarin diinyasinda. Bu,
bilincimizin sinirlarini tanimlayan yeni bir dil haline
gelmis dijital kodlar diinyasi. Bu diinyayi nasil daha iyi
anlayabiliriz? Ge¢en dénem mezunlarimizdan olan Flip
Bielicki, KUKA robotlarimizdan birine eski kaligarfi sa-
natini §gretti ve toplumun insan olmayanlarla birlikte eg
olarak yaratildig1 bir siirecte sanat, zanaat, iyi is etigine
dair ideallerimizin nasil degistigine dair bir soru sordu.
Bu dénemde ise Kamil Pytel KUK A’ya bir ar1 yuvasi
tasaralatti ve tiim ¢evrenin teknoloji iiriinii bir artifakt
oldugu antroposen ¢aginda neyin dogal oldugu sorusunu
giindeme getirdi.

Making meets

humanities and technologies

Agnieszka Jacobson-Cielecka, Ewa Klekot, Mateusz Halawa

School of Form is an innovative undergraduate program run at
the SWPS University of Social Sciences and Humanities since
2011. It was created to respond to the growing sense among
the design community, creative industries, and local producers
(Poland is the fourth biggest furniture manufacturer in the
world) that design education in the country needs a thorough
transformation. To help create the curriculum and mentor us
we invited Lidewij Edelkoort, a trend forecaster and long-time
head of Design Academy in Eindhoven. We wrote the program
of the school with an eye to the vision of the designer as a hu-
manist and creative thinker who designs with empathy for the
user and an understanding of the context. He or she would
draw from the traditions of craft and culture, but boldly use
modern technologies and tools. That is why we were defining
our curriculum in terms of Design and Humanities, framing
the fusion of the two as a road leading to the education of de-
signers of the future. With time, we have identified one more
element key to the success of this premise. What may funda-
mentally integrate design and humanities in the educational
process is embodied experience. It is through manual labor,
the work of the hands on overcoming the resistance of matter
(whether clay, porcelain, wood, or metal), that the students
advance through levels of initiation. Their reflexion is deeper
and the design process less predictable.

From the short essays written by our faculty members
for the second cohort of graduates, you may learn about se-
lected projects and their context.

Design to survive

The world needs balance. The same is true of the world of de-
sign. While there are some who claim we will soon transfer
some of our activities into space, that we will be replaced by
robots and that artificial intelligence will push us out, others
point to the fact that the world existed without the help of
technology for thousands of years, and so maybe in nature and

tradition we will find mankind’s salvation.

Monika Aleksandruk spend several months in an
old-fashion workshop with a quad heddle loom, in a hut which
belongs to a folk weaver. She came there with an ambition to
create. However, her artistic ideas had to give way to the re-
quirements of the craft. She mastered the workshop, changed
the scale and reduced her own expressions to a minimum. She
knows there is a long way ahead of her. She learned humility,
and broke the barriers between backgrounds and generations.
She may be the only person her age to know the craft.

Patrycja Bolzan created a refrigerator/pantry which does
not require electricity, using traditional methods applied in the
countryside till this day. She did not invent, but rather adopted
and matched solutions to knowledge, needs and possibilities,
retaining at the same time a modern, attractive form.

The duality between high technology and a return to
old ways offers comfort. It lets us believe that if designers work

together, they will survive and thrive in the post-apocalyprtic,
Mad Max-like world.

Beyond the “natural” and “artificial”

Should a 21* century designer think about resources in terms
of ‘natural’ and ‘artificial’? Is Henk Jonkers” concrete, which
is repaired by bacteria, a natural or an artificial material? Are
mushrooms and greens which sprang from the cake printed
by Chloé Rutzerveld natural or artificial? Let us try and un-
derstand, what does ‘natural’ and ‘nature’ mean to us. Let us
consider, for instance, where to find nature? In a reserve? A
national park? Those represent the state of nature at its most
artificial: an area created by humans, guarded by legal institu-
tions against interference by other humans (also animals and
plants deemed “improper”), all in the name of purity of nature.
Keeping nature in its natural state requires complicated cul-
tural practices. Where does one pick plants, which are found
in the works of Marta Szostek, or Martyna Gorgdl, so that we
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can consider them ‘natural’? Where nature ends and culture
begins? Why would one be better than the other?

The environment is all about coexistence and cooperation
of different forms of matter; this is also the case with designers
and their resources. Being part of the environment is sharing
reality from various perspectives which can differ substan-
tially; perspectives, which are not easily categorised into the
‘natural’ and ‘artificial’.

Robots posing questions

We already live in a world of algorithms, which are becoming
more familiar thanks to search engines, smartphones and so-
cial networks. In the world of robots which expand our abil-
ities to reshape the world, but also take away our jobs. In the
world of digital code which has become the new language
defining the boundaries of our cognition. How can we un-
derstand this world better? Filip Bielicki, a graduate from the
previous cycle, taught one of our KUKA robots the ancient
art of calligraphy and asked: how do our ideals regardingart,
craft, and good work ethics change, when the society is being
co-created by non-humans? In this cycle, Kamil Pytel made
the KUKA design new bechives and asked: what is “nature”
in the age of anthropocene, in which the entirety of the envi-
ronment is a technological artefact?



Canavarardan

verdigi huzur icerisindeyim

Bager Akbay

Benim boyum erken uzadi, 14 yaginda 63 kilo ve 185 cm
idim. Kiyafet bulamiyordum kendime, ‘garson boy’ diye
tabir edilen ara kiyafetler bile olmuyordu. Bu arada olma
durumu ¢ogu zaman kendimize 6zel gibi algilanir. Yani
sistemi degil kendinizi bozuk zannedersiniz. Bir¢ok ko-
nuda ayni durumdaydim. Cevremden “Maymun istahli-
sin sen”, “Artik ne yapacagina karar ver”, “Matematikten
anliyorsan mithendis olmalisin”, “Bilim ile ugragiyorsan
sanat senin i¢in sadece hobi olabilir”, “Akill: ol, uslu ol”
gibi s6zler artik her tarafimdaydi. Sanssizligima bagarili
bir egitim hayatim oldu, bagarili olunca hata yapma hak-
kiniz kalmamaya bagliyor. Bir lekeye ihtiyacim vards; yii-
ziimde bir yaraya, belki bu sekilde biiyiiklerim hayallerini
dolduracak kisi olmadigima inanabilirlerdi.

19 yasinda durdum, sonra yaklagsik bes senem kayip.
Oradan oraya savruldum, herkes timidini kesti. Bunu
alenen soylemeseler de, bagarili olamayacagima hem fi-
kirdiler. Kendimi tanimlamak zorunda olmadigimyi, bir
seyi reddetmek i¢in onu yapmis olmam gerekmedigini
anladim. “Sistemi anlamsiz buluyorsan, iyi bir egitim al,
yonetici ol, kendi sistemini tasarla” ciimlesinin biiyiik bir
oyalama taktigi oldugunu net bir sekilde anlamigtim.

Sonra canavarlarla tanigtim. Hibritler, ara formlar,
uyumsuzlar... O insanlarla birlikte ilk kez kendimi evimde
hissettigimi ¢ok iyi hatirliyorum. Sanat, bilim, mithendis-
lik, tasarim gibi alanlar yerine tiretim, aragtirma becerileri,
keyif alma, icerden gelen motivasyonlarla ilgilenme, yap-
t1igin1 tanimlayamayan ama etkisini sezgisel olarak dlce-
bilen, analitik becerilerini kullanip sonunda sezgileriyle
karar veren ve bunu digerleri i¢in anlamli kilmak zorunda

hissetmeyen insanlardan bahsediyorum.

20. yiizyilin endiistriyel yapisi, bilimsel digiincenin
yiikselis doneminin faydali oldugunu biliyorum. Bir ¢ok
insanin hayatini kurtards, 6liimler azaldi, yasam stireleri
uzadi, ¢cocuklarin protein ihtiyaglar: karsilandi, bir ¢ok
eve elektrik girdi hatta bu bakisin ilerlemesi gereken bir
cok yer var diinyada. Bunu biliyorum lakin, bu indirgeme-
ci yaklagim diger sistemleri ciddi bir sekilde reddetmek
zorunda kaldi ¢ilinkii biitiinciil sistemler kendi i¢ karma-
sikliklarindan dolay1 sémiirii aracina dénmiiglerdi. Hak-
lilardi ve hala hakli olduklari konular var ama ana enstrii-
manlardan biri olan kitlesel medya, insanlari egitirken, bir
yandan da stereotiplesmeyi dogurdu. Bu dénemde cana-
varlar yapilar: kisirlagtirdilar. Ne tarafta olacagina karar
vermen gerekiyordu. Gorevini bilmeliydin, malum, koca
bir fabrika var ve sen de onun bir ¢arkisin.

Peki ne degisti ? Oncelikle bu indirgemeci optimizasyon
da artik kendi sémiiriiciilerini yaratmig durumda. Bilim
camias1 6deme sistemleri arkasinda kalan makaleleriy-
le Ginlendi, biyiik medya iireticileri patent kanunlarinin
kamu yarari i¢in ¢ikarildigini unuttular. Her tiir otorite,
tiim bu yapilar1 kendi propagandalari i¢in kullanmay1 6g-
rendi. Hepsi gamification (oyunlagtirma) uzmani artik.

Dijitalin etkisi aslinda ¢ok basitti. Kopyalanip yapisti-
rilan ey, malzeme gibi davranmiyordu. Yani orijinal olan
zarar gérmeden, replikalari iiretilebiliyordu. Bilgi yayild.,
ardindan bilgiye ulagma becerileri arttirildi. Cogu kisi bu
davranigin fiziksel diinyayi etkileyecegini farketmemisti.
Dijitaldeki bu olasiliklari uygulamak zordu. Once bunun
demokratiklestirilmesini yagadik, ardindan bir sanat 6g-

bahsedilmesinin

rencisi elektronik devrimi (Wiring) baglatti. 3 boyutlu ya-
zicilarda (Reprap) patentlerin diismesini kimse bekleme-
di, malzemeye erigim y6ntemleri artt1 (alibaba), deneyim
aktarimi dijitallesti (Youtube, Instructables gibi), kitlesel
caligma yontemleri ¢ikt1 (Mediawiki, Google Docs), kit-
lesel fonlama sistemleri geldi (Kickstarter). O basit diji-
tal devrimin ilk katilimcilar1 artik biiyiikler ve o kiiltiirii
yayryorlar. Konu aslinda bundan ibaret. Savas, milletler
ve dinler arasinda degil, nesiller arasinda olan bir savas.
Heniiz bir seyi kazandigimiz yok ama artik bizden bah-
sedildigini goriiyoruz, alternatif yollar ¢izebiliyoruz, bun-
larin dillerini gelistirebiliyoruz. Biliyorum, bu yaklagim
endiistriyel ddnemin bazi avantajlarini yok edecek ama biz
¢ozeriz, ¢ok kisiyiz, beraber ¢aligmay: biiyiiklerimizden
daha iyi biliyoruz.

Maker kelimesini kullanmadan, bu konu tizerine bir
yaziyazdigimin farkindayim ama o kavrami sevdigim ka-
dar, onu kutsallagtirmadigimizin da anlagilmasi lazim.
Bu kavram iyi niyetlerle ortaya ¢ikti, gérevini yapiyor,
yaptik¢a yozlagiyor. On seneye tamamen kendini tiikete-
cektir. Kavramlarin korunmasi 6nemli degil, 6nemli olan
gozlemlemek, rol almak ve tiim bunlari yaparken hayat-
tan keyif alan saglikli bireyler olmak, saglikli topluluklar
olusturmak.

Oyle bir dil olusturmaliy1z ki, bizi anlayan bizden olsun
ve bizi yonetmeye ¢alisan bizi alintilayamasin. Referans
gosterilemeyen iizerine konugmak otoriteler i¢cin miimkiin
bir yéntem degildir. Bu yéntem biiyiime ve yayilma hizi-
miz1 diisiirecektir, olas1 komplikasyonlar1 arttiracaktir.
Bunun farkinday1z ama bagka bir yol géziikmiiyor.

| feel the tranquility of monsters
being spoken of

Bager Akbay

I grew tall early. I was 63 kilograms and 185 centimeters at
the age of 14. I used to struggle to find myself clothes; even
the “garcon” size clothes (for 13-16 age group) didn’t fit. Most
of the time, this state of being in the middle is perceived as
distinctive. In a sense, you would assume the system is cor-
rupt, not yourself. I was in the same situation in many ways.
I kept hearing conversations like, “You are a fickle minded

» «

one”, “You'd better decide what to do”, “If you are good at

they don’t feel like it means something to others.

decisions by using intuitions with their analytic skills. Thus,

I know that the structure of 20" century has brought
benefits to scientific thinking. It saved lots of people’s lives,
deaths were decreased, lifetimes got longer, children’s pro-
tein requirements were met, many homes got electricity. In
fact, this process needs to be continued in many areas in
the world. I am aware of this; however, this reductionist
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math, you have to be an engineer,”, “The art can only be a
hobby if you are into science”, “Be wise, be smart”... Unlucky
me, I had a successful educational career. When you succeed,
you are no longer allowed to make mistakes. I needed a stain;
a scar on my face, that’s how my elders would be persuaded
that I was not the person to fulfill their dreams.

At the age of 19, I stopped; and then, almost my five years
were lost.  was driven away, people had no hope for me. Even
though they wouldn’t say this openly, they all agreed that I
wasn’t going to succeed. I realized that I didn’t have to de-
fine myself and do something in the first place to refuse it.
I clearly understood the statement of “If you think that the
system is meaning]ess, get a good education, be a manager,
design your system” is a huge stalling tactic.

Then, I met the monsters. Hybrids, intermediate forms,
incompatible ones... I clearly remember the very first time
I felt like home with those people. What I mean by those
people is those who are interested in the motivations that
involves researching skills, joy; instead of majors like art,
science, engineeringand design. They can’t also define what
they do, but they are able to measure the effects and making

approach had to refuse other systems in a serious way; all the
holistic systems turned to be an exploitation tool because
of their internal complexity. They were right; in fact, they
still have rights on their side, but the mass media -one of the
main instruments- caused stereotyping while educating the
people. In this period, the beasts have neutered the struc-
tures. You had to pick a side. Since you are the wheel of this
huge factory, you had to know your duty.

Then, what has changed? First of all, this reductionist
optimization has created its own exploiters. While the sci-
ence community got famous with the articles about payment
systems, large media corporations forgot the fact that patent
laws were meant to be for public good. Every kind of author-
ity haslearned to use these structures for their propaganda.
They are all gamification experts now.

The effect of digital was very simple. The thing you copied
and pasted wasn’t acting like a material. In other words, it
could produce the replicas without harming the original
piece. The information has been spread and then the skills of
accessing to it has increased. Many people didn’t realize that
this form would affect the physical world. It was difficult

to apply the possibilities of the digital. First, we have seen
the democratization and then one art student started the
wiring revolution. No one waited for the emancipation of
3D printers (recap) would come; the methods of accessing
materials have increased (Alibaba), transmission experience
has digitalized (YouTube or Instructables), mass study meth-
ods have emerged (Mediawiki, Google Docs), mass funding
platforms have arrived (Kickstarter). It’s all about that. A
war between generations, not between nations and religions.
We haven’t won anything yet, but now we are the subject.
We can find alternative ways and improve their language. I
know that this approach would destroy some advantages of
the industrial age, but we can work this out; we are crowded
and we know how to work together more than our parents.

I know that 'm writing an article without using the word
“maker”. Although I'love that concept, it should be clear that
we don’t sanctify it. This concept has emerged with good
intentions, but while doing its duty, it’s getting corrupted.
It will consume itself in 10 years. The important thing s to
observe, to be a part of it and while doingall of these, to be
healthy as individuals and a society, instead of preserving
the concepts.

We must establish such a language that the one under-
standing us would be one of us and the one trying to govern
us cannot quote us. Emphasizing without a reference is not
possible for the authorities. This method would decrease
the speed of growth and spreading; it would increase the
possible complications. We are aware of that, but there is
no other way.

Amacsallik ile aragsallik
arasinda yapmaci(k)lk'

Avsar Glirpinar

Tirkiye, 2010’larin sonu... Havada polilaktik asit® yaninda
yer yer odun ve kémiir kokusu, siirekli ¢alisan makinalar
ve tezgahlar diinyayi yeni, cazip ve en 6nemlisi varolugla-
rin1 agiklamakta zorlandigimiz nesneler ile doldurmaya
baglamis durumda®. Dénemin 6nemli diigiiniirlerinden
Richard Sennett durumdan rahatsiz'. Ona gore post-
endiistriyel iiretim, zanaatkarin sayginligini, birlikte yap-
ma pratiklerini ve iiretimin dogasindaki sanat¢i ruhu yok
ediyor’.

Dijital imalat makinalari is¢iyi insanliktan ¢ikartiyor,
yapan, tasarlayan, lireten, operator -makinist?- arasin-
daki sinirlar1 muglaklastiriyor. Béylesi bir makinelesme
ise insanlar1 dogadan uzaklastirmiyor. Tam tersine onu
doga ile burun buruna getiriyor ve hatta ikincisini tama-
men ortadan kaldiriyor, yerine, makinelere hizmet eden;
kontrplaga doniisecek endiistriyel ormanlar, 3D flaman-
larina ve bio-yakita doniisecek muisir tarlalariile yapay bir
doga getiriyor.

Bu felsefi temeli somut bir tasarim teorisine doniigtiir-
meliyiz. Zanaatkarin el emegini ve sanatsal birikimini
teorik bir ¢erceveye oturtarak yerel tasarimlar® i¢in yol
haritalar: belirlemeliyiz. Niyetimiz insanligin dogadan
uzaklagmasini degil, doganin tamamen ortadan kaldiril-
masini, diizeltiyorum: doganin sadece makinalarin hizme-
tinde’ olacak bir rezervuara déniismesini 6nlemek®, birey-
sel tatmin degil toplumsal ve asketik bir tamah ve ruhsal
zenginlikle toplumsal refahi yeniden tanimlamak olmali.

Amaglarin muglaklagtigi ya da tamamen ortadan kalk-
t1g1 bir tasarim ortaminda -ki amaglarin mutlaka ‘seyler’
tiretmek olmasi da gerekmez- teknoloji safi bir aragsal-

Turkey, end of 2010s... Besides the smell of coal and wood,
there’s polylactic acid® in the air; constantly working machines
and workbenches have already started to fill the world with
new and attractive objects which we have difficulty explain-
ing®. One of the prominent philosophers of the era, Richard
Sennett feels uncomfortable about this situation®. According
to him, industrial production destroys the prestige of crafts-
men, practices of producing together and the artistic spirit in
the nature of production’.

Digital production machines dehumanize the worker and
it blurs the boundaries between the maker, producer and op-
erator (machinist?). Such a mechanization doesn’t draw people
away from the nature. On the contrary, it makes them come
face to face with nature and it even suppresses the latter; in-
stead, it brings along an artificial nature with industrial forests
that serve the machines and will turn into plywood as well as
corn fields that will turn into 3D flags and bio-fuel.

We should turn this philosophical foundation into a theory
of design. By reframing the manual labor and artistic back-
ground of the craftsmen, we should determine road maps for
local designs®. Our intention should not be to prevent human-
ity moving away from nature, but to prevent its disappearance;
I stand corrected, to prevent nature from being a reservoir
serving’ to solely machines®, and to redefine the public wel-
fare with an ascetic ambition and spiritual richness instead of
individual satisfaction.

In a design environment where the purposes either become
ambiguous or completely disappear -so as their purpose doesn’t
necessarily have to be to make ‘things™, technology may tend to

lagmaya® meyledebilir. Makinalar tasarimcinin elinde/
kontroliinde ¢ok becerikli ama neyi becerecegi bilinmeyen
senaryosuz aktorlere doniisebilir ve hatta igler ¢igirindan
cikabilir'. Dolayisiyla yapmaciligin -making- yapmacik
-ureterek titketen', pozisyonsuz ve kiymeti kendinden
menkul- bir edim halini almamasi i¢in yiiziimiizii -so-
nunu goéremesek ya da kestiremesek de- endiistri dncesi,
endiistriyel ve endiistri sonras iiretim olasiliklarinin bir
arada calisabilecegi-belli/belirlenmis bir dogrultuya ce-
virmemiz gerekiyor'?.

1. Bu metin Dilek Oztiirk ve Omer Kanipak’in bu say1 igin kaleme aldig1
¢agr1 metninden devsirilmistir.

2. Ug boyutlu yazic1 flamanlarinda en fazla kullanilan madde. Biyogoziiniir
bir madde oldugu igin tercih edilir. Nisastaca zengin misir, seker kamugi ve
bugday gibi bitkilerden elde edilebilir.

3. Burada endiistriyel, post-endiistriyel gibi keskin bir ayrim yapmiyorum.
Zamanin gizgisel olmadigini Manuel De Landa’dan 6grendik (Cizgisel
Olmayan Tarih, 2013, Metis Yayinlari: Istanbul). Diinyanin farkl: yerlerin-
de -bazen ayni iilkede ve sehirde, ayn1 anda ¢oklu zamanlari bir arada ya-
styoruz. Dolayisiyla endiistri 6ncesi, sirasi ve sonrasi tiretim pratiklerinin
tiimii -6zellikle Istanbul gibi -coklu zamanli diyeyim- sehirlerde bir arada
-bazen kesiserek bazen birbirine dokunmadan- var olur. Herhangi birinin
digerinden daha evla, daha etik oldugunu diisiinmiiyorum.

4. Sennett, R., 2008. Zanaatkar, Ayrint1 Yayinlari, istanbul. Sennett, R.,
2012. Beraber, Ayrint1 Yayinlari, istanbul.

5. Kendisine olan tiim saygimla birlikte hayalini kurdugu giincellenmis
Orta Cag Avrupa’si tahayyiiliiniin tatli bir hiisnitkuruntudan fazlas:
olmadigin diigiiniiyorum.

6. Tasarimun yerel ve kiiresel olarak ikiye ayrildigini diigiinmiiyorum.
Kiiresel tasarim diye bir seyin miimkiin olamayacagini defaatle tecriibe

ettikten sonra belki bu konuda ¢ok da israrc1 olmamak gerek. En iyimser

yaklagimla kiiresel tasarim, kiire iizerinde yerden yere hareket eden, birbiri
ile konusan, birbirinden 6grenen minik yerel tasarim stratejileri olabilir.
7. Hammadde ve enerji baglaminda.

8. Gezegeni kurtarmak: ABD’li komedyen George Carlin’in, -dogal olarak
gosterisi i¢in karikatiirize edilmis ve en bastan katilmadigimi belirtmek
istedigim- goriisiine gore Gezegeni Kurtarmak, insanligin dogay1 kontrol
altina almak i¢in yaptig: kiistah girisimlerden biri. ‘Miidahale etmeyin,
dogayi rahat birakin, onunla yeterince ugrasmadik mi1? Kendimizi ne
kadar da 6nemsiyoruz! Herkesin bir seyi kurtarmasi gerekiyor; ‘Agaglari
kurtarin?, ‘Arilar1 kurtarin’ ve en kiistah olani da ‘Gezegeni kurtarin!’ Biz
daha kendimizi, birbirimizi kurtaramryoruz, gezegeni nasil kurtaracagiz?
Insanlarla kiyaslandiginda bence gezegen harika gidiyor!

Tamamu igin: youtube.com/watch?v=7W33HRc1A6c

9. Bir ‘sey’ yapmanin, yapilan ‘seyin’ neden ya da nasil yapildiginin 6niine
gecmesi hali.

10. Biiyiik bir mekanizmanin gok ufak bir pargasi olan bireyler, o meka-
nizmanin trettiginden kopuk bir ¢aligma diizeni i¢inde yipranip erimekte.
Bu argiiman daha ziyade endiistri devrimi ve modernite baglaminda

dile getirilmig/getiriliyor olsa da bugiin iginde bulundugumuz durumun
bundan ¢ok da farkli oldugunu ditsiinmityorum. O bityitk mekanizma,
bireysel tiretim pratikleri dolayisiyla artik erime ve ¢6ziilme egiliminde
olsa da birey bu sefer de kendi kopuk ve operasyonelist galigma ve iiretme
pratikleri igerisinde tek basina kalabiliyor.

11. Diinya gerekli gereksiz milyarlarca nesne ve bina ile dolduruldu. Aruk
isim verilebilecek tasarim akimlari bile yok -olmasina gerek olup olmadig:
da tartigilmali. Fabrikalarda iggiler yerlerini robotlara birakmakta. Uretim
ve titketim arttik¢a, toplumsal huzur ve bireysel tatmin azalmakta.

12. Manifestosu olsa da stratejisi ve sorumlusu olmayan, yonii ve hedefi

spontane gelisen bir hareket devrim yaratabilecek mi?

M(F)aking between finality
and instrumentality’

a pure instrumentalism’. In the hands/control of the designer,
machines can turn into very talented actors who don’t know
what to accomplish and things can even go out of control™.
Thus, even if we cannot see or predict the end, for the ‘making’
not to be a self-valued act that consumes by producing' and
lacks position, we should turn our faces to a specific/specified
direction that the production possibilities of pre-industrial,
industrial and post-industrial can work together'?.

1. This text has been compiled from the text of call

penned by Dilek Oztiirk and Omer Kanipak for this issue.

2. The most commonly used substance in 3d flags. It’s preferred

due to being a biodegradable substance. It’s derived from plants

such as corn which is rich in starch, sugar cane and wheat.

3. ’'m not making a sharp distinction such as industrial or post-industri-
al here. Manuel De Landa taught us that time is not linear (A Thousand
Years of Nonlinear History, 2013, Metis Publications, Istanbul). In dif-
ferent corners of the world, sometimes in the same country and city, we
live multi-times simultaneously. Thus; all of the production practices be-
fore, during and after the industry —especially in, let’s say ‘multi-timed’,
cities like Istanbul- exist altogether, sometimes intersecting, sometimes
not even touching. I don’t think one is better or more ethical than the
other.

4. Sennett, R., 2008. The Craftsman, Ayrinti Publications, Istanbul. Sen-
nett, R., 2012. Together, Ayrint1 Publications, Istanbul

S. With all my respect to him, I believe that the envision of the updated
Medieval Age Europe he’s been dreaming of is nothing more than a
pleasant wishful thinking.

6.1 don’t think that design divides into two as local and global. After
repeatedly experiencing the impossibility of global design, maybe it’s bet-

ter to be less persistent about this. With the most optimistic approach,

Avsar Gurpinar

global design might be little local design strategies that move place to
place, talk to and learn from each other on globe.

7.In terms of raw material and energy

8. Saving the planet: According to American comedian George Carlin’s
opinion (which is naturally caricatured for his show and I’d initially like
to stress that I disagree with it), Saving the Planet is one of the arrogant
moves humankind make to take nature under control. “Let them go
gracefully, leave nature alone. Haven’t we done enough? We’re so self-im-
portant. Everybody’s gonna save something now. ‘Save the trees!” ‘Save
the bees!” And the greatest arrogance of all ‘Save the planet.” We don’t
even know how to take care of ourselves yet. We haven’t learned how to
care for one another. We're gonna save the fuckin’ planet? The planet is
fine. Compared to the people, the planet is doing great!” For the video:
youtube.com/watch?v=7W33HRcl1A6c

9. The state that the act of making a “thing” surpasses why and how the
“thing” is made.

10. Individuals who are very tiny parts of a huge mechanism, get ex-
hausted and dissolve in a work order that is disconnected from that
mechanism. Although this argument rather had/has been expressed in
the context of industrial revolution and modernity, I don’t think that the
current situation we’re in differs a lot from this. Although that big mech-
anism is now apt to fuse and dissolve because of the separate production
practices, this time the individual can be alone in her/his disconnected
and operational work and production practices.

11. The world is filled with billions of necessary and/or unnecessary ob-
jects and buildings. We don’t even have design trends to name anymore;
and it should be discussed if it’s essential to have any. Workers in the
factories are replaced by robots. As the production and consumption
increase, public peace and personal satisfaction decrease.

12. Without strategy and a responsible individual despite having a
manifestation, will a movement whose direction and target come along

spontaneously be able to revolutionize?



Yapici bir toplumsal
davranig bicimi olarak ‘kendi yapmak’

Selcuk Artut

Bir donem kendi kendimizeyken
artik biz bize tasarliyor, biz bize
iiretiyor ve biz bize tiiketebiliyoruz
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Hatirliyorum, bundan 10-15 yil dncesine kadar is bagvu-
rusu i¢in 6z ge¢mis hazirlarken kisisel yetkinlikler kis-
minda Word, Excel, PowerPoint gibi birtakim yazilim-
lardan bahsedilirdi. Belki de o zamanlar bir¢ok insanin
teknolojiye ulagimi bugiinkiinden daha kisith imkanlar
dahilinde oldugundan bu yazilimlardan bahsetmenin
6nemli oldugunu diigiiniiyorduk. Bugiin artik bu gibi
yeteneklerden bahsetmenin abesle istigal etmek oldugu
bir dénem i¢indeyiz. Neredeyse belirli bir egitim seviye-
sine ulagmuig her birey bu yazilimlari zaten oldukga sik bir
bi¢imde giindelik yasantisinda kullaniyor. Yagi ne olursa
olsun bilgisayar baginda vakit gegiren bir¢ok kisi artik
yazi yazmak icin eline kdgidi kalemi daha az alir oldu.
Suanda bu yaziy: iiretirken de elime hi¢ kalem almadan
tiim diisiincelerimi bir ileri bir geri giderek bilgisayar
ekranimdaki kagidi temsil eden beyaz alana karsimdaki
birbirinden farkli bir¢ok tusa parmak uglarimla basarak
sizlere aktarmaya calisiyorum. Ayni degisimin 2000’li
yillarin baginda bir adim daha ilerlenerek imaj isleme
tizerine de gergeklestiginden bahsetmek miimkiin. Akilli
telefonlarin ve dijital kamera igeren portatif cihazlarin
yayginlasmasi ile birlikte bir¢ok kisi cektikleri fotograf-
lar1 bilgisayar ortamina aktarip elde edilen goriintiilerin
tizerlerinde gesitli degisiklikler yapmaya veya bu degi-
siklikleri bagkalarindan talep etmeye basladilar. Sonug
olarak hayatlarimiza, hatta Tiirk¢e diline de ne yazik ki
bozuk bir kelime olarak “fotosop” kavrami girmis oldu.
Bu durum 6yle yayginlasti ki neyin ger¢ek neyin gergek
olmayan veya islenmis “fotosop” olduguna dair tartig-
malar artmaya bagladi. Akilli cihazlarda kargimiza ¢i-
kan ¢esitli goriintii filtreleme teknikleriyle kullanicilar
imaj isleme konusunda aktif bir bicimde kendi kendine

bi¢im iireten, yani bir anlamda gorsel tasarimei roliinii
tistlenen kisi konumuna gectiler. Simdi bu siirecin bir
adim daha ilerlediginden ve artik herkesin bir miktar
da endiistri tiriinleri tasarimcist olma yolunda ilerledi-
ginden bahsedecegim. Bu nasil m1 oluyor? Tabi ki 3B
yazicilar sayesinde. 3B yazicilarin kullanimi son birkag
yili¢inde ev kullanicilarina kadar yayginlasir hale geldi.
Hatta durum 6yle bir noktaya geldi ki kagit formatinda
bilgisayar ¢iktisi alir gibi 3B nesneleri de baski merkezle-
rinde yazdirabiliyorsunuz. Birtakim markalar katmanl
tiretim yéntemlerini yeni tirlin gelistirmelerinde yaygin
bir bicimde kullanmaya bagladilar. Artik 3B yaziciile ba-
silmis yiiksek teknolojiye sahip 6zel tasarim ayakkabilar:
karsimizda gérmek ¢ok da uzak degil. Yani sira Internet
ortaminda bagimsiz kullanicilarin icerik destekleriyle
gelisen 3B model paylagim sitelerinin de hizla yayginlik
kazandigindan bahsedebiliriz. Ornegin mutfaktaki el
karistiricinizin plastik pervanesi bozulduysa bahsedilen
paylasim sitelerine bakip gerekli parcalari 3B yazicidan
baski alarak elde etmeniz miimkiin. Eger bu par¢a daha
6nce 3B model olarak hazirlanmamaigsa iste i¢inizdeki
heves sizi o par¢ay1r modellemeye itebilir. Bu durumda
ise kanimca 3B yazicilar ile birlikte baslayacaginiz bir
endiistri iiriinleri tasarimi seriiveni bagliyor. Benimki
iste tam bu bahsettigim bi¢cimde oldu. Piyasada uygun
fiyatlara bulamadigim mutfak el karistiricisinin kiri-
lan pargasini 3B ortamda modellememle birlikte sadece
kendi derdime ¢are bulmaktan 6te internet ortaminda
diger kullanicilarla paylagmamla birlikte ayni sorunu
yasayanlarin da derdine basit bir ¢care bulmus oldum.
Sonrasi mesafe algilamali kendinden agilan ¢6p kovasi,
ayak pompasi ile kullanilan damacana pompasi derken

kendimi aslinda kendi derdime ¢6ziim tiretmekten Ste
yeni fikirleri yaratma becerisine sahip kendi kendine
yeten basit bir endiistriyel tasarimci olarak hissetmeye
basladim. Bahsettigim bu becerinin de ileride bundan
yillar 6nceki gibi bilgisayarda yazi yazabilmek kadar s1-
radanlasacagini diisiiniiyorum. Siz istemeseniz de firma-
lar veya bagimsiz kullanicilar zaten size bazi tiriinleri
veya yedek parcalar1 3B yazici formatlarinda sunuyor-
lar. Yaygin olarak kullanilan 3B model paylasim sitele-
rinden Thingiverse’de arama motoruna “yedek parca -
replacement” yazdiginizda on bine yakin sonug karsiniza
cikiyor. Artik evinde bir kdsede kendi kendine yeni bir
iiriin fikri pesinde kosan bireyler yalniz degiller. Hem
de bu icatlar artik sadece yazilim boyutunda kalmuyor,
fiziksel nesneler olarak da kargiliklarini buluyorlar. Iste
bu yiizden bir dénem kendi kendimizeyken artik biz bize
tasarliyor, biz bize tiretiyor ve biz bize tiiketebiliyoruz.
Herkesin biraz sekreter, biraz gdrsel tasarimcisi, biraz
ondan biraz bundan oldugundan bahsederken bugiin
herkesin bir miktar da endiistri iiriinleri tasarimcisi ol-
maya yaklastig1 siirprizlerle dolu bir yolda ilerledigini
soyleyebiliriz. Ancak isin en kiymetli tarafi “kendi yap-
mak” kavraminin bireylerin kisisel becerilerini sahsiih-
tiyaglar1 yoniinde pekistirmeleriyle birlikte hizla yaygin-
lik kazanmasi ve bu tutumun topluma yapici bir davranig
bigimi olarak yerlesiyor olmasidur.

‘Do it yourself’

as a constructive social behavior

Selcuk Artut

We can now design, create and consume

collectively, as opposed to individually

3D PRINT PIECE FOR A BLENDER, FOTOGRAF PHOTO SELCUK ARTUT

I remember, up until 10-15 years ago, people used to mention
certain software such as Word, Excel and PowerPoint in the
personal skills section when preparing their curriculum vitae.
We used to think that these were worth mentioning, maybe
because back then access to technology was more limited for
most people. Today we live in an era where it is ridiculous to
mention such skills. Almost every individual with a certain
level of education is already using these softwares frequently in
their everyday life. Irrespective of age, most people spending
time in front of their computers tend less and less to use pa-
per and pencil for writing. As Iam producing this article this
moment, I am trying to share my opinions with you by nav-
igating back and forth on a white space representing a white
picce of paper on my computer screen, and by touching many
different buttons in front of me with the tips of my fingers.
We might say that taking one step forward, the same change
had occurred in the early 2000s in the field of image manip-
ulation. With the proliferation of smart phones and portable
devices with integrated digital cameras, many people started
to transfer the photos into their computers and perform var-
ious manipulations on the images, or to ask another person
to do it. Consequently came into our lives a concept, and into
our language broken a word that is “photoshop”. This became
so widespread that discussions on which image is an original
and which is a manipulated “photoshop” image snowballed.
Through certain image filtering techniques available on smart
devices users became self-sufficient in actively producing imag-
es, in a way they took the role of a visual designer. I will now
say, this too has taken one step forward and that everybody
is walking the path of becoming a bit of an industrial design-
er nowadays. How? Thanks to the 3D printers, obviously.
The usage of 3D printers has become so widespread even to

home users in the last few years. Now you can even have ob-
jects printed out at printing centers just like you can have a
print-out in paper form. Some brands started commonly us-
ing layered production methods in developing new products.
It is not far-fetched to see 3D-printed hi-tech special design
shoes. One may also talk about the 3D model-sharing websites
that develop with the content support of independent online
users and that are gaining wide currency. For instance, if in
your kitchen, your mixer’s plastic beater is broken, you can
casily consult those social websites and obtain the pieces by
printing them out of a 3D printer. If that piece has not yet
been 3D-modelled, your enthusiasm can urge you to model
that piece yourself. And here begins, in my opinion, your ad-
venture in industrial design that will kick off with the help
of 3D printers. My own adventure started just the same way.
By 3D-modeling the broken piece of my kitchen mixer that I
could not find a reasonable price on the market, I have not only
found a simple solution to my problem but also the problems
of other Internet users who were having the same problem as
me. An automatic garbage bin which detects distance, a foot
pump for water bottles and others followed and I was no lon-
ger an individual creating his own solutions to his problems
but started to feel like a self-sufficient industrial designer able
to create new ideas. I believe that in the future this skill will
become as common as typing on a computer. Companies or
independent users already offer some products or spare parts
in 3D printer format, whether you ask for it or not. Typing
“replacement” in the search engine of Thingiverse, acommon-
ly used 3D modeling sharing website, produces almost ten
thousand hits. Today, individuals pursuing the idea of a new
product in a corner of their homes are not alone. In addition,
these inventions are not only software, they materialize as

physical objects. And that is why we can now design, create
and consume collectively, as opposed to individually. As we
were discussing how everybody is a bit of a secretary, a bit of a
visual designer, a bit of this and a bit of that simultancously, we
can say that we are on a path full of surprises where everybody
is close to being be a bit of an industrial designer too. On the
other hand, the most valuable aspect of this is that the concept
of “do it yourself” is rapidly gaining currency through the
individual’s ability to boost their personal skills in line with
their personal needs and that this attitude is being established
in the society as a constructive social behavior.
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Hacker kiiltiirii, halen kendi diinyasinda
baska bir ger¢ekligi yasayan insanlardan
olusan bir alt kiiltiir olarak algilansa da
bazi taglar1 yerinden oynattigi kesin
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Hackerligin' ne oldugu degil, ne olmadigiyla baslamak
istiyorum: Bir nevi degilleme yoluyla tanimlama girisimi
olarak da okunabilecek eylem. Hackerlik, Hollywood
filmlerinde gérdiigiimiiz bankalardan para ya da in-
sanlardan kisisel bilgi calma eyleminin ad1 degil, sifre
kirip ortalig: karigtirmanin literatiirde ad1 crackerlik
(gtuvenlik kiricilik). Hackerlik ise daha ¢ok yapmaya
odakli. Aradaki farkin belki de en kisa ve 6z tanimini
acik kaynakli yazilim savunucusu olan Eric S. Raymond
yapmusti: “Hackerlar seyler insa ederler, crackerlarsa on-
lar1 kirar.” > Bu ayrimi g6z 6niinde bulundurarak kav-
ramin ilk ortaya ¢iktig1 1955’ten * bugiine hackleme
eyleminin yapici bir ugras olarak bilgisayar/bilgi-islem
teknolojileri alanindan daha genis kapsamli kuram ve
uygulama mintikalarina yayildigini rahatlikla séyleyebi-
liriz. Bugiinlerde daha ¢ok gériiniir olan maker hareketi
ve de fab-lab’lerin hacker kiltiiriinden tiiredigini de.
Simdilerde ¢ok moda bir terim olan co-working (ortak
caligma) mekanlarinin onciilleri hackerspaceler mesela.*
Hackerligin ne olmadigini anlatabildiysem belki de ne
olduguna gelme vakti gelmistir. Hackerlik, sistemi alt-
st etmek (subversion) icin mevcut olani kurcalamak ve
onun i¢inden karg1 akimlar iiretmek olarak 6zetlenebilir.
Cok daha iyi bir tarifiise McKenzie Wark’tan okuyalim:
“Hackerlar diinyaya yeni seylerin girme ihtimalini yara-
tirlar. Bunlar her zaman muhtesem seyler degildir, hatta
iyi bile olmayabilir ama yeni seylerdir. Sanatta, bilimde,
felsefede ve kiiltiirde, verinin toplanip i¢inden bilginin
stiziilebildigi her tiirden bilgi birikimi iiretiminde ve bu
bilgi iiretilen diinyaya dair yeni ihtimalleri barindirdi-
ginda eski icerisinden yeniyi hackleyen hackerlar var-
dir. Bu yeni diinyalar: yaratirken onlara sahip olmayiz.
Yarattigimiz sey bagkalarina ipoteklidir, bizim bir bagi-
miza kesfettigimiz diinyalar1 yapma bi¢imlerini tekelles-
tiren devletler ve sirketlerin ve digerlerinin ¢ikarlarina
tahsis edilmistir. Urettigimiz seye sahip degilizdir, o
bize sahiptir.”

Hacklemek ¢ok genis bir eylem alani tanimliyor olsa
da mimarligin hacker kiiltiiriinden 6grenebileceklerine
Wark’tan yaptigim bu alintinin sinirlari icinden baka-
cagim. Bu durumda karsimiza iki ana eksen ¢ikiyor: es-
kininin i¢cinden yeniyi iiretme (ekleme, yenileme, uyar-
lama) ve sahip olmama (gelecekteki ekleme, yenileme ve
uyarlamalara agik birakma).

Eskiden yeni

Yeni ¢ok cazip bir kavram, &yle cazip ki eskinin var-
Iigin1 yadsimak i¢in elinden geleni ardina koymuyor.
Oysa mevcut olanin i¢cinden yeniyi iiretmek, bunu hem
zamandan hem malzemeden (genel olarak diinyada tii-
kettigimiz malzemelerden) tasarrufla yapmak miim-
kiin olsa da Neues Miizesi gibi -ki bunlar da ¢ogunlukla
anitsal yapilardir- birkag istisna diginda mimarlik tari-
himiz sifir kilometre projelerle dolu. Mimarin dili, kav-

ramlarinin cisimlesmis hali, hatta elestirel tutumu igin
en uygunu bir tabula rasa. Kentten, kentsel dokudan ve
baglamdan s6z edilse bile bog bir arsaya gereksinim du-
yuyor mimar dncelikle. Tiirkiye baglami i¢cinde en ¢ok
duydugum mimari ciimlelerden biri: “Yenilemektense,
yikip bastan yapmak daha ucuza ¢ikiyordu.” “Niteliksiz”
binalarin kaderi de genelde bu, hatta AKM gibi “asi-
r1 nitelikli” olanlarinki de. Yillardir icimden soyleyip
durdugum kisisel ve mesnetsiz ciimlemi buraya ekleye-
yim: Olanaksizliklardan dogan mimarlik, zenginlikten
dogandan evla. Burada size Can Batllo’dan bahsetmek
isterim. Can Batllo, Barselona’nin gé¢men is¢i mahalle-
si olan Sants’ta bir yerlesim. 2008 krizinin art¢ilarinin
siirdiigii ve Ispanya’da Indignados/15 M hareketlerinin
aktif oldugu 2011’de belediyenin belki gerilimi azaltmak
istemesi belki de bagka ¢6ziimii ufukta gérememesi nede-
niyle mahalle kooperatifine armagan ettigi bir grup eski
fabrika yapisi. Mahallelilerin arzusu, kendi iirettikleri ve
islettikleri bir kamusal alana sahip olmak ve inatla ugru-
na direndikleri de bog duran yapi stoklarinin kendilerine
tahsisi. Simdilerde kiitiiphanesi, atdlye alanlar1, képek
gezdirme parki, kentsel bahgesi ve bariyla Can Batllo,
halen mahalle kooperatifinin 6z-yénetimini tistlendi-
g1, adim adim yine mahallede konuslu Lacol mimarlik
kooperatifiyle birlikte yapilarin belirli kisimlarini yeni-
leyerek kullanima agtiklari bir yerlesim. Eskiden yeniyi
tiretmede 6nceligin mimarin izini birakmak, kar etmek
vs olmadig1 béylesi bir durum, diinyaya yeni seyler girme
ihtimalini siirekli olarak yeniden tiretiyor.°

Sahip olmama

Miilkiyet iligkilerimizin bugiinkii diinyanin igleme
bi¢ciminde ne kadar etkin oldugunu anlatmama gerek
yok herhalde. Bu anlayisin sadece maddi degil, manevi
(fikri milkiyet, patent ve benzeri) anlamda da tiim ya-
samimizi tahakkiim altina aldigini diisindigiimiizde,
rettigimiz seye sahip olmamak cilginca bir fikir gibi
goriiniiyor. Tam da bu ¢ilginca fikrin temelleri tizerine
kurulu hacker kiiltiirii: Sen yap, herkesin olsun. Acik
kaynakli yazilimlarin ve igletim sistemlerinin ¢ikig nok-
tasi, bu bilgi birikimi paylasimi ilkesi. Her ne kadar ac¢ik
birakilan telifler ¢cok uluslu sirketlerce sahiplenilip sey-
tani yazilimlar gelistirilmek i¢in kapali patentlere dé-
niigtiiriilerek kullaniliyor olsa da hizini kaybetmeyen
bir hareket agik kaynak ya da FLOSS (Free/Libre Open
Source Software). Bu yaklasimin bizim hayatlarimiza
en acik ara sirayet edeni de yaklagik bir buguk yildir
Tiirkiye’de yasakli olan Wikipedia. Wikihouse da onun
mimarliga uyarlanmisg hali.

Wikihouse, ev yapma bi¢cimlerimizi yeniden kesfeden
bir acik kaynak proje. Genel ilkesi CNC ile kesilebilen
ahsap plakalarin hi¢bir ingaat makinesi gerektirmeden
tamamen insan giiciiyle birlestirilebildigi striiktiirler
inga etmek. Projenin sitesinden indirilebilen sablonlar

"

ile ekonomik bir sekilde kendi evinizi kurabildiginiz gibi
yaptiklarinizi paylasarak projenin gelisimine katkida
da bulunabiliyorsunuz. Excel tablolari, ¢izim dosyalari,
kurulum kilavuzlarinin tamami herkese acik, tipk: proje
tizerinde calisan ekibin iletisim kanallar: gibi. Bitytik
ihtimalle tasarim ekibinin karsisina ¢iktiginda en ¢ok
heyecanlanacagi sey, kendi tirettikleri sistemi hackleyen
bir bagkasiyla karsilagmak olacak. Clinkii bilgi birikimi-
nin kiimilatif oldugu ve kolektif {iretiminin, o bilginin
miilkiyetinden ¢ok daha 6nemli oldugu bir diinya gériisii
ile iiretiliyor bu proje, benzeri tiim digerleriyle birlikte.”

Hacker kiiltiirii, halen kendi diinyasinda bagka bir ger-
cekligi yasayan insanlardan olusan bir alt kiiltiir olarak
algilansa da bazi taglar1 yerinden oynattig1 kesin. Ame-
rikali toplum kuramci ve ekonomist Jeremy Rifkin’in
milenyum nesli i¢in sdyledikleri ile kapanig1 yapalim:
“Kendi nesliniz i¢in su soruyu sorup duruyorsunuz: Bu
gezegendeki olasiliklarimi en son noktasina kadar nasil
genisletebilirim? Ve verdiginiz yanit olduk¢a net. Agdan
aga, oradan bagka aga, bir topluluktan digerine dahil
olup yeteneklerimi paylasarak olasiliklarimi son zerre-
sine dek genisletebilirim. Ve bu yetenekler, tiim ag1 bes-
leyerek geri doniip bana fayda saglar.”

Bakalim hacker kiiltiirii mimarlikta hangi taslar1 ye-
rinden oynatacak?

1. Aslinda Otto von Busch’un metinlerini gevirirken, kitabinin
edit6rliigiini Gstlenirken ve genel olarak XXI Mimarlik, Tasarim

ve Mekan dergisinde hackerlig1, haklama olarak Tiirk¢e’ye gevirip
kullantyoruz. Hatta bununla ilgili elestiri de almigtik, bu yazi
kapsaminda ise hacker ve hackerlik olarak kullanryor olacagim, zira
hala benden bagka haklama kelimesini kullanan gérmedim; Design
Unlimited’teki bu yerimi edebi propagandaya kurban etmek istemem.
2. Otto von Busch’un doktora tezi Fashion-able:Hacktivism and Engaged
Fashion Design’dan alinti, Gothenburg Universitesi, 2008

3. Ben Yagoda, A Short History of Hack, The New Yorker, 2014
www.newyorker.com/tech/elements/a-short-history-of-hack

4. The History of Coworking Spaces, Deskmag, www.deskmag.com/en/
the-history-of-coworking-spaces-in-a-timeline Hackerspacelerle ilgili
daha fazla bilgi ve sirali tam liste i¢in wiki.hackerspaces.org

5. McKenzie Wark, A Hacker Manifesto, Harvard University Press,
2004. Bu kitap 6.45 Yayinlari tarafindan Bir Hacker Manifestosu
adiyla Tiirkge’ye de gevrilmis ancak ben kitaba erigemedigim igin kendi
¢evirimi yaptim.

6. Can Batllo ile ilgili daha detayl1 bilgi i¢in www.canbatllo.org
Mahallenin mimarlik kooperatifi Lacol’un projelerine géz atmak igin
www.lacol.coop

7. Kendi evinizi inga etmek ya da tasarimlara katkida bulunmak
istiyorsaniz; wikihouse.cc

8. Jeremy Rifkin’in Vice dergisi i¢in yaptig1 Uciincii Sanayi Devrimi
konusmasinin tamamini izlemek i¢in youtu.be/QX3M8Ka9vUA
Bagslarda iklim kriziyle ilgili gergekgi sézlerini karamsar bularak sonuna

kadar izlemekten kaginmamanizi tavsiye ederim.

Architecture vs.

hacker culture

Hiilya Ertag

While hacker culture is still perceived as
a sub-culture comprised of people living

another reality in their own worlds, it is

FROM THE WIKIHOUSE PROJECT

I would like to start with what hacking is not, rather than
what it is. Sort of an act that may be read as an attempt in
defining through negation. Hacking is not the name of the
act of stealing money from banks or personal information
from individuals; the act of breaking a password and stirring
up trouble is called “cracking” in literature. Hacking is more
focused on doing. The definition of the difference between
the two is, as simply and effectively put by Eric S. Raymond,
an activist of open-source software, “Hackers build things,
while crackers crack them” . Taking this distinction in con-
sideration, one may easily argue that, since 1955 when the
concept first appeared, the act of hacking as a constructive
occupation spread from the computer/information technolo-
gies field to larger territories of theory and practice. One may
also affirm that the maker movement and the fab-labs which
are more and more visible nowadays stemmed from the hacker
culture. For instance, hackerspaces are the pioneer of today’s
hip concept of co-working spaces . If I succeeded in explain-
ing what hacking is not, maybe it is time to explain what it
is. Hacking may be summarized as fiddling with the system
with the objective of subverting the existing one and creating
countermotion from the heart of it. A much better definition
comes from McKenzie Wark, here it is: “Hackers create the
possibility of new things entering the world. Not always great
things, or even good things, but new things. In art, in science,
in philosophy and culture, in any production of knowledge
where data can be gathered, where information can be extract-
ed from it, and where in that information new possibilities for
the world produced, there are hackers hacking the new out of
the old. While we create these new worlds, we do not possess
them. That which we create is mortgaged to others, and to the
interests of others, to states and corporations who monopolize
the means for making worlds we alone discover. We do not
own what we produce — it owns us.”

The new out of the old

New is a very attractive concept, so attractive that it stops
at nothing to deny the existence of the old. But while it is
possible to create the new of the existing and to save time and
materials (the materials we use throughout the world gener-
ally) by doing so like in the case of Neues Museum — which
are mostly monumental structures-, our architectural history
is marked with brand new projects, save for a few exceptions.
Tabula rasa is the most appropriate for the language of the
architect, the materialized form of his/her concepts and even
for his/her critical approach. The architect needs an empty
land first, even if the city, urban texture and context are on the
table. One of the architectural sentences I hear most within
the context of Turkey is: “it was cheaper to destroy and make a
new one from scratch than to renovate.” Usually this is the fate
of “unqualified” buildings, even of some “overqualified” ones
like AKM (Ataturk Cultural Center). Let me drop here my
personal and unsupported sentence that T have been repeating
to myself for years: architecture born out of impossibility is

superior to the one born out of wealth. I would like to talk to
you about Can Batllo here: Can Batllo is a habitat in Sants, the
neighborhood of immigrant workers in Barcelona. A group of
old factory buildings offered to the district cooperative by the
municipality, maybe to ease the tension or maybe because no
better option was at sight, in 2011 when the effects of 2008
crisis were continuing and when the Indignados/15M move-
ment in Spain was in play. The desire of the inhabitants is to
have a community space where they produce and that is run
by them, and the allocation of the vacant building stocks to
them is what they tenaciously fight for. Can Botllo now with
its library, atelier spaces, dog walk parks, city garden and bar,
is a habitation self-managed by the district cooperative and
where certain parts of the buildings are renovated and brought
into service step by step together with the local Lacol archi-
tecture office. This type of producing the new from the old
where the emphasis is not on leaving the architect’s trace, on
making profit, etc., continuously recreates the possibility of
new things entering the world.

It is needless to lecture about how effective our proper-
ty relations are on the manner the world functions today.
Considering that this approach dominates our entire life
on both the material and immaterial (intellectual property,
patents, etc.) sides, not owning what we create sounds like a
crazy idea. The hacker culture is built exactly on the basis of
this crazy idea: you create it, everybody owns it. The starting
point of the open-source software and operating systems is
this principle of information sharing. Although open-source
copyrights are appropriated by multinational companies to
be used in developing evil software by converting those into
closed-source patents, the open-source movement or FLOSS
(Free/Libre Open Source Software) is not losing momentum.
The most relatable aspect of this approach is Wikipedia, which
isbanned in Turkey for almost a year and a half. Wikihouse is
aversion of it adapted to architecture. Wikihouse is an open-
source project rediscovering our ways of building houses. Its
main focus is to build structures where wooden panels cuttable
by CNC are put together by manpower only, without using
any construction machines. You can not only build your own
house affordably using the downloadable templates available
on the projects website, but also contribute to the progress
of the project by sharing what you built. Excel sheets, draw-
ing files, installation guides are open to the use of public, just
like the communication channels of the team working on the
project. Probably the most exciting thing for the design team
would be to come across another who hacked the system they
produced. This is because this project, together with similar
ones, is being produced on the philosophy that the fund of
knowledge is cumulative and that collective production is
more important than the ownership of that knowledge .

While hacker culture is still perceived as a sub-culture com-
prised of people living another reality in their own worlds, it is
certainly groundbreaking. Let us conclude with a quote from

certainly groundbreaking

Jeremy Rifkin, an American social theoretician and econo-
mist, on the millennial generation: “For your generation you
ask the question “how can I flourish to the full extent of my
possibilities here on the planet?”. And it is clear that your an-
swer to that is “I flourish to the extent that [ am embedded in
network after network after network, community after com-
munity where I can share my talents, and those talents can
benefit the network and come back to benefit myself.”

Let us wait and see which grounds the hacker culture will
break in architecture?

1. Actually we translate “hacking” into Turkish as “clobbing” when
translating Otto von Bush’s articles, editing his book and generally in XXI
Architecture, Design and Space magazine. We have actually been criticized
for doing so, I will be using “hacking” instead of “clobbing” in this article
since I have not seen another person using “clobbing” as I do; and I would

not wish to sacrifice my space in Design Unlimited to this propaganda.

2. Citation from the doctoral thesis of Otto van Bush, Fashion-able
Hacktivism and Engaged Fashion Design, University of Gothenburg, 2008
3. Ben Yagoda, A Short History of Hack, The New Yorker, 2014
www.newyorker.com/tech/elements/a-short-history-of-hack

4.'The History of Coworking Spaces, Deskmag,
www.deskmag.com/en/the-history-of-coworking-spaces-in-a-timeline
More information on hackerspaces and a complete list available on

wiki.hackerspaces.org

5. McKenzie Wark, A Hacker Manifesto, Harvard University Press,
2004. This book has been translated into Turkish by 6:45 Publishing House
with the title “Bir Hacker Manifestosu”, but I could not find it and transla-

ted this myself.

6. For detailed information about Can Batllo, visit https://www.canbat-
llo.org and http://www.lacol.coop for a sneak peek on the projects of the
local architecture cooperative, Lacol

7. If you want to build your own house or contribute to the design, visit
https://wikihouse

8. Full video of Jeremy Rifkin’s speech on the Third

Industrial Revolution for Vice magazine available on
youtube.com/watch?v=QX3M8Ka9vUA I recommend you to watch the en-
tire video, even though you may find his realistic words on the climate crisis

quite pessimistic.
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hic mortui vivos docent

giinliik kosusturma bulutunda

kime ait bilinmez hayat

patikasinin bilgi bombardimani,

su biricik an1 yasamamaiza engel oluyor.

iz birakmig an1 patikalarinda

stirekli gidip gelenler,

bunu alan bunu da aldi desenler,

su biricik an1 yagamamaiza engel oluyor.

¢iplak elimizle son teknoloji tutsak,

elde bizim kafalar igerige tutsak,
elimizde her seyi tiretecek kudret,

ne iiretecegini bilmeden bosluga bakiyor.

Hepimizin elindeki bu gizemli kara ayna, ara ara konus-
tugumuz, cogunlukla denemeye ¢ekindigimiz yanliglari,
gecmeye korktugumuz sinirlari, uzak masals: diyarlari,
meraklarimizi bize yakinlastiriyor. Masallarda anlatilan
o bityiilii anlar, giindiiz diiglerimizde yari fiyatina inmis
triinler olarak mesaj kutusuna diigiiyor. Market aligveri-
simizi uzaktan bir tik’la, arada en yakin arkadagimizin
fotografina hizlica bir kalp géndermeyiihmal etmeden,
hallediveriyoruz. Bitmeyen begenimizi, parmaklarimi-
zin ucuyla pintice dagitiyoruz. Yeni teknolojilerin ko-
lay erisilirligi konusunda artik kimsenin bir itiraz1 yok
sanirim. Biiyiik veri bulutu i¢inden artik merak uyan-
diran herhangi bir konuyla ilgili dogru-yanlis cevabini
bulmak, oturdugunuz yerden kalkmadan bir tuga basip
seslenmek kadar kolay. Diyelim daha 6nce denemedigi-
miz bir yemek yapacagiz, ne yapiyoruz? Hemen kiiciik
bir arastirma. Bagkalarinin yaptig1 6rneklere bakiyoruz.
Bu takip ettigimiz izlek bagimiza gelecek seyleri 6nce-
den hatirlatan bagkalarinin deneyimleri, bize yol gos-
teriyor, hata yapmamizi engelliyor. Iste ugsuz bucaksiz
bir bilgi ¢esmesi olarak internet, ayn1 zamanda dev bir
el freni olarak karsimiza cikiyor. Icimizdeki tedirginli-
gin ve yanlis yapmama giidiisiiniin sonucu olarak, yeni
ve farkli durumlardan, ihtimallerden uzak kalmamaizi,
herkesin gectigi ana patikadan sagsmamamiz gerektigini
gizli gizli 6giitlityor. Masallar da hep s6yleneni yapmayan
yaramaz ¢ocuklari konu etmez mi zaten. Ama bize ait
olmayan bagkalarinin deneyimlerini izleyerek de dene-

yim kazanamayiz kuskusuz. Eger 6yle olsaydi hepimiz
birkag film izleyip pilot olabilirdik. Yapilan ¢calismalar
sayesinde yakin gelecekte bu miimkiin olacak gibi gézii-
kiiyor, ama maalesef hentiz degil.

Bir siiredir i¢inde yer aldigim tasarim egitimi alanin-
da 6ncelikli amacim 6grencilerimin kendilerine has biri-
cik yaklagimlarindan 6diin vermeden, farkli malzemeler-
le dogrudan hasbihal olmalar1 ve bu malzemelerle ilgili
kiigiik hatira kirintilari biriktirmeleri olmugtur. Bu ham
ya da yar1 mamul malzemelere dokunmak, onlar1 kesmek
ya daagindirmak kisiye ait 6znel anilar birakmakta, s6-
ziin ugtugu yerini deneyime biraktig: farkli bir kerteye
tasimakta kugkusuz. Malzeme tizerinde birakilan izler
gibi bu ¢aba da anilarda zihinde iz birakmakta. En basit
malzemeyi islerken, ona sekil verirken edinilen bu bil-
ginin i¢sellesmesi, yaptiran ettirgen yapidaki buyurgan
insandan, elini tagin altina koyan, ¢evresini bulundugu
durumu kavramis 4ni1 yagayan bir nesili¢in sanki bu sart.

Tek tugla iiretilmis diiz kareler, tasarim egitiminde
¢ok rastladigimiz bir durum. Bir karton levhadan bir-
birine eg alt1 kare karton keserek bir kiip yapmak yerine,
bazi1 6grencilerimiz ¢esitli yeni teknolojileri kullanarak
bu basit geometrik pargalar: iiret(tir)iyorlar. Bu tip dijital
(parmakla iligkisi pek kalmadi) tiretimlere hig bir za-
man karsi olmadim ama bu yaklagim iireticiyi, tamamen
bilgisayar ortaminda malzemeye dokunmadan, cismin
biiylikliigiinii elinde tutmadan bazi kararlar vermeye
zorluyor. Sonunda eline aldiginda tasarlanan kiip iste-

nenden ya kiiciik ya biiyiik olabiliyor. Clinkii amacimiz
herhangi bir kiip yapmak degil, amacimiz bir sekle ulas-
mak. Eger uretici kartonla ¢aligsaydi, kestigi ilk parca-
y1 eline aldiginda, §6yle bir ¢evirdiginde, belki bagka
bir sekil yapmak isteyecekti. Bagka yone diimen kirma,
baska denemelere a¢ik olma ihtimali vardi. Maalesef
cogunlukla rastladigimiz durum, hakim olunmayan
bir teknoloji nedeniyle aklindakine en yakin durumu
kabullenis ve belirli aleti kullandiginiz bir durumdan
cok o alete veya yonteme mahkum olma. Aksi duruma
ornek vermek gerekirsek ilginizi ceken bir kitabi aramak
icin kiitiiphaneye gittigimizde, ortam ve diizen bize ara-
digimiz kitabin rafindaki komsu kitaplara da ilgi gos-
termemize imkan saglar. Belki de aradigimiz kitaptan
daha da iyisini bize sunar. Oysa biz baska bir kitap icin
kitiiphaneye gitmisizdir. Ben onun i¢in eski ansiklope-
dileri hep ¢ok sevmisimdir. Bir kiitiiphanede ya da bir
ansiklopedi karsisinda gibi biitiin bilgilere esit seviyede
durmak bize miithis bir 6zgiirlik ve 6zgiinliik saglar.
Geometrik cismimize geri dénersek en ¢abuk sonug
alinacak karton ise yanlis yapma korkusuyla disarida
birakiliyor. Yanlis yapmak tiretimin en temel ilerleme
giidiisiidiir. Yanli 6greticidir. Dogrularin yanhglari yok
ettigi bir egitim sisteminden ¢ikan geng nesil, bir ¢ok
internet kanalinda bagkalarinin maniple edilmis dogru-
larini tekrar tekrar izliyor. Bu psuedo deneyim tabii so-
kakta oynarken dizleri yara bere olan eski ¢ocuklar icin
pek bir sey ifade etmiyor. Yanlis sizi bir ise baglamazdan

6nceki halinize getirmez, ilerletir. Sizin yanliglarinizdir
onlar. Yanlis yapmaktan korkan endiseli bir nesil geliyor.
Internette uzun bir siiredir izlenme rekorlar1 kiran bagka
bir igerik de bilgisayar oyunu oynayan kisileri izlemek.
Oyunlarda bile kimse yenilmek istemiyor artik, bir sonra-
ki seviyeye ge¢mek i¢in haftalarca ugragmak da istemiyor.

Ne mutlu ki insanlik tarihi i¢inde tiretimin bir ¢ok 6r-
negini iceren cografyada yasiyoruz. Anadolu’dan gegen
en ilkel malzemelere sekil veren uygarliklarin her birinin
hayranlikla izledigimiz eserleri var. Ayni1 zamanda topragt
isleyerek biriktirdigi bir siirii yemek tarifi de, tabii flora
cesitliligiyle de iligkili olarak bu topraklardan ¢ikmis. En
az hamur ve soganla yapilan yemekleri alt alta dizsek ne
kadar uzun bir liste olur. Ayni tarifleri bin yillardir hala
evimizdeki en basit aletlerle yapiyoruz. Yeni tiretim sekil-
leri, yaklagimlar girse de yontemler hala ayni, belki biraz
daha titiz ve hassas. Tasarim egitimini ¢cok¢a yemek yap-
maya benzetirim. Egitim i¢in gelen 6grencilerin kendile-
rine has ilgisi, yaklagimlari ve biriciklikleri ¢ok degerlidir.
Egitimin kalabalik siniflarda toplu/seri olarak yapilmasi
biraz zorunluluk olsa da, onlarin 6znel yaklagimlarinin
her birinin farkli bir tat olarak bir kazanda birbirlerin-
den etkilenmelerine, birbirlerinden 6grenmelerine imkan
saglar. Onemli olan kazandaki tadin hep degismesi, ayni-
lagsmamasidir bence.

Biitiin diinya ekonomilerinin ortak kararla ilerledigi
yeni dijital iiretimi de kapsayan Ekonomi 4.0 la artik hepi-
miz iireticiyiz. Ug boyutlu yazicimizla istedigimiz iiriiniin
verisini buluttan alip evimizde iiretecegiz. Bu yeni diin-
yanin kullanicilari da yeni nesil olacak. Ama burada dik-
katinizi ¢ekmek istedigim iki konu var. Birincisi elimizde
tuttugumuz teknolojik aletleri kullanarak yani kabul ede-

hic mortui vivos docent!

in the daily hussle

to whom the lane of life belongs to

remains unknown

information overload,

make an obstacle to cherish this unique moment.

on the lane of memories

constantly coming and going,

patterns of whoever bought this item also bought that
make an obstacle to cherish this unique moment.

the latest technology is a prisoner with our bare hands,
our head is a prisoner to the content,

we have the power to produce everything,

yet we stare without knowing what to produce.

This mysterious black mirror in the hands of all of us, brings us
closer to what the mistakes that we sometime talk about and
we are reluctant to try, the boundaries we are afraid to cross,
the distant lands of fantasy and our curiosities. Those magical
moments that are told at the fairy tales fall into the message
box as products that are sold at half price, in our daydreams.
We handle our supermarket shopping with one click from a
distance, without neglecting to send a heart to the photograph
of our closest friend. We dole out our endless likes through
the tip of our fingers. I guess no one has objections about the
casy accessibility of new technologies. Finding the right or
wrong answer from the big data cloud, to any topic that we
are curious about, is now as easy as pressing a key and calling

rek bu mecralara, sundugu icerige mahkum olmaktayiz.
Maalesef titketerek 6zgiirlestigimiz diinyadan, bizim ye-
rimize daha dogru karar verecegini diisiindiigiimiiz yapay
belleklere delege edecegimiz bir diinyaya dogru evriliyo-
ruz. Ikinci diger konu da, is giicii. Uretim maker hareketi
ile birlikte yazilim ve “kod” yazma bilgisi de, i¢ini bil(e)
medigimiz yeni teknolojik kutularin ¢aligma prensiplerini
goriiniir kilma amaciyla heyecan yaratiyor. Ilkokullarda
artik programlama/ kod yazma egitimi veriliyor. Bu prog-
ramlarin bizim 6grendigimiz say1 ve s6zciik isleme prog-
ramlarindan (word,excel vb.) hi¢ farki yok. Etrafimizda
siklikga gordiigiimiiz okul reklamlarinda bir ayrigma araci
olarak kullanilmakta. Bu teknolojiyi tireten sektér, yani
gelecegin isverenleri, de artik yeni programlama dilleriyle
iletisim kuruyor. Iste yakin gelecekte robotlar tarafindan
calinan isleri de ¢ikartirsak yeni ekonominin ihtiyaci olan
calisan profili, tam da bu. Yapilmasini istedigi sey de, yani
is tanimy, icini tamamen goéstermedigi bu kutular igin ige-
rik tiretilmesini stirdiiriilebilir kilmak.

Tirkiye’de tiretenler (maker’lar) bir siiredir diizenli ola-
rak toplantilar, festivaller diizenliyorlar. Bu toplantilarda
bir ¢ok egitimci, iiretici ve konuya meraklilar bir araya
geliyor. Bu toplantilara, ilk bagindan itibaren ben de ilgi
gosteriyorum. Cok ¢esitli alanlardan katilim olsa da bu
toplantilara katilan biiyitk cogunlugun maker tanimini,
yapan/iireten insandan ¢ok dijital veri bulutunu ii¢ bo-
yutlu yazicilarla iireten insana evrildigini gézlemliyorum.
Arada bu yeni teknolojileri amacina uygun olarak kulla-
nan Robotel® gibi giizel 6rnekler yok degil tabii. Elimizde
bir ¢cok imkan, teknoloji, alet olabilir ama yeni bir seyler
yapmaya itecek bir diisiince, amag yoénelim yok ve biz ne
yapacagimizi bilmiyorsak, bu pahali cihazlar gosterisci

tiiketim nesnelerine doéniigiiyorlar. Yeni bir akima dénii-
sen maker hareketi de, yeni teknolojiye hep merakli olan
Tirk kullanicilar sayesinde, ¢ok hareketli ve bir o kadar
da hararetli bir pazar haline geldi. Tabii bu pazariniginde
yerli iireticiler ve tedarikgiler de yerini aldi. Universiteler
ve okullarda bu gibi cihazlar birer prestij objesi oldu. Fay-
dalarini yadsimadan siirekli daha yenisi ve gelismisi i¢in
hayal kurulan bu sanalperver cemiyetine biraz mesafeli
durmakta fayda goérityorum. Hayal kuran, diisiinen, iire-
ten, dokunan, paylasimci bireyler egitmemiz gerekiyor.
Biliyoruz ki medeniyet tarihi, cogunlukla sinirliimkanlar
i¢cinde azimle ulasilmis bilimsel gelisme ve buluslarla; yok-
luk i¢inde iiretilmis hala hayranlikla iglerine baktigimiz
sanatcilarin isleriyle ve belki de, kendisini pek 6nemse-
medigimiz tursucu (sirke/limon tartigmasi), marangoz,
simkes, borekei, nalbant, vb. miitevazi tireticilerin ¢ilekes
emekleriyle yazilmigtir.

Yanlislar bize dogruyu 6gretir
Huzur talasta.

1. “hic mortui vivos docent” Lat. Burada dliiler yasayanlara 6gretiyor.

2. www.robotel.org

Quite an intelligence /
artificial flowers / untouched peers

it without even standing. Let’s say we're going to cook a meal
that we did not try before, what are we going to do? A little
research right away. We are looking at the examples that others
have done. This path that we are following, the experiences of
others reminding us of things to come, leads us and prevents
us from making mistakes. At this point, the internet beingan
immense fountain of knowledge, comes out as a giant hand-
brake at the same time. As a result of our uneasiness and our
desire to avoid making mistakes, we are secretly advised that
we should stay away from new and different situations and
stick to the path that everybody takes. Do tales not always
talk about naughty children who do not do what they are
told? But we cannot for sure gain experience by watching the
experiences of others, experiences that do not belong to us. If
it was possible, we could all become a pilot by watching a few
movies. It seems to be possible in the near future thanks to
the studies conducted but unfortunately not yet.

The primary aim in the field of design education in which
I have been taking part of for a while now, has been for my
students to be directly involved with different materials and
accumulate small memories about these materials without giv-
ing up their unique approach. Touching, cutting or abrading
these raw or semi-finished materials undoubtedly leave sub-
jective and unique memories and move someone to a whole
different level that words fade away, yet experiences remain.
This effort leaves a trace in the mind and memories, just like
the traces left on the material. Internalization of this informa-
tion acquired while giving shape to a simple object, is a must
to form a generation not made up of people who give orders
but of the ones who take responsibility, understand their en-
vironment and live the moment.

Ahmet Sertag Oztiirk

Flat squares that are produced with just one click are very
common in design education. Rather than makinga cube by
cutting six equal square cardboards from a cardboard plate,
some of our students use various new technologies to produce
these simple geometric pieces. I have never opposed this type
of digital (not much related to finger anymore) productions,
but this approach forces the producer to make some decisions
without holding and sensing the object in hand, completely in
the computerized environment. When finally, the producer
holds it in his/her hands, the designed cube may be bigger or
smaller than desired size. Because our goal is not to make any
cube, our goal is to reach a shape. If the producer had worked
with the cardboard, when he would hold the first cut piece and
turned it around, he would maybe want to do somethingelse.
There would be a possibility of going to another direction and
being open to other experiments. Unfortunately, what we of-
ten encounter is acceptance of a situation close enough to what
one has in mind because of a not mastered technology and
being dominated by a tool or method instead of dominatingit.
To give an example of a contrary situation, when we go to the
library to look for a book that interests you, the environment
and layout allow us to show interest in the neighbouringbooks
to the one we are looking for. Maybe it offers us even better
than the book that we were looking for. However, we went to
the library for another book. That’s why, I have always loved
old encyclopedias very much. Standing at the same level with
all the information, such as in a library or an encyclopedia,
gives us tremendous freedom and originality.

Goingback to our geometric object, the cardboard that will
get the quickest results is left out because of the fear of making
amistake. Making a mistake is the most basic driving motive
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of production. The mistake is instructive. The younger gen-
eration, who comes out of an education system where the
rights destroy the wrongs, repeatedly watches the manipu-
lated rights of others on many internet channels. This pseu-
do experience does not mean much for old time’s kids who
were playing on the streets and whose knees were scarred.
Mistakes don’t bring you back to the way it was before you
started a work, it makes you progress. They are your own
mistakes. A new generation afraid of making mistakes is on
the way. Watching people playing computer games is anoth-
er content that hit rating records on the Internet. Nobody
wants to be defeated anymore, even in games and does not
want work for weeks to go to the next level.

Fortunately, we live in a geographical context that in-
volves many examples of production in the history of hu-
manity. Each of the civilizations passing through Anatolia
and shaping the primitive materials, has works that we ad-
mire. At the same time, a lot of recipes that were accumu-
lated by working the soil also originated from these lands,
for sure related to variety of flora. It is a long list of dishes
that are made with at least dough and onion. We have been
making the same recipes for thousands of years with the
simplest tools in our house. Even though new ways of pro-
duction and approaches come into play, methods are still the
same, maybe a little bit more rigorous and precise. I resem-
ble design education to cookinga lot. Interests, approaches
and uniqueness of the students who come for education, are
very valuable. Although it is a bit of a necessity to make the
education in mass in crowded classrooms, it allows each of
their subjective approaches to be influenced by one another
asadifferent taste and learn from each other. In my opinion,
the important thing is that the tastes at the pot are always
changing, not becoming the same.

With Economy 4.0 including the new digital production
which is jointly decided by all world economies, we are all

producers. We are going to download the data of the desired
product from cloud and produce it at home with our 3D
printer. The users of this new world will also be the new
generation. But here are two things I would like to draw your
attention to. First, by using the technological tools at our
hand, meaning by accepting them, we become imprisoned
to the content it presents. Unfortunately, we evolve from a
world where we are liberated by consuming to a world where
we delegate to artificial intelligence that we believe to make
better decisions for us. Second issue is the labour. The pro-
duction along with the “maker” movement, knowledge on
software and code writing creates an excitement with the
purpose of making the inside of new technological boxes
visible. Programming/code writing training is given in pri-
mary schools now. These programs are no different from the
number and word processing software that we learn (word,
excel, etc.). It is used as a means of differentiation in school
advertisements that we often see in our surroundings. The
sector that produces this technology, that is, employers of
the future, are now communicating through new program-
ming languages. If we leave out the jobs that are stolen by the
robots, the employee profile that the new economy needs in
the near future is exactly this. Expectation, meaning the job
description, is making the production of content sustainable
for these boxes whose inside is not completely revealed.
Makers in Turkey have been organizing regular meetings
and festivals for a while now. Many educators, producers and
enthusiasts come together at these meetings. I am also inter-
ested in these meetings since the very beginning. Although
there is participation from a variety of fields, I observe that
the vast majority of attendees at these meetings transformed
the definition of “maker” from making/producing people to
people who produce digital data cloud through 3D printers.
Of course, there are some good examples like Robotel
that make good use of these new technologies fitting their

purpose. There may be many facilities, technologies and tools
in our hands but if we don’t have an idea and a goal to push
us to make something new and if we do not know what to
do, these expensive devices are turned into pretentious con-
sumption objects. The “maker” movement, which has turned
into a new movement, has become a very active and hot
market thanks to the Turkish users who are always curious
about new technologies. As expected, domestic producers
and suppliers also took part in this market. Such devices
became objects of prestige in universities and schools.

I think it is better for me to stay at a distance to this
cyber political society that always dreams of novelties and
development, though I don’t deny the benefits.

We need to educate imaginative, thinking, producing,
touching, communicative individuals. We know that the
history of civilization has been written with scientific devel-
opment and breakthroughs that have been achieved most-
ly with determination despite limited opportunities; the
works of the artists that were made in tough times and make
us still look at them with admiration and maybe, with the
hard work of producers that we don’t care much, like pickle
producer (Vincgar/ lemon discussion), carpenter, silversmith,

pastry baker, blacksmith.

The wrongs teach us the right
The peace is in the wood.

1. “hic mortui vivos docent” Latin,
Here the dead teach the living.

2. www.robotel.org

FROM THE EXHIBITION PAST NOW FUTURE / GECMIS SIMDI GELECEK

Magaradan metropole
maker sayesinde geldik

Halil Aksu

50 bin y1l 6ncesini hayal edin. Avci ve toplayict Homo sa-
piensler. Yani atalarimiz. Evet, onlarla ayni tiiriiz. Aslinda
benzer dertlerimiz var. Karnimizi doyurmak, aile kurmak,
hayatta kalmak, eglenmek... Daha ne olsun ki...

Fransa’da ve Ispanya’da bulunan 20 - 30 bin yil énce-
sine ait olan duvar resimleri g6ziiniiz 6niinde canlaniyor
mu? Ne miithis eserler, ne miithis hayal giicii, en iptidai
yontemlere ragmen. 10 bin yil 6ncesi Gébeklitepe, Babil
Kulesi, Roma kolezyum, derken Ayasofya, Avrupa’daki
katedraller, burglar, satolar, saraylar, kopriiler, sanayi dev-
rimi, kentlesme, gékdelenler ve bugiinlere geldik.

Etrafiniza baktiginizda iki ¢esit goriintii vardir. Tabi-
atin bize verdigine doga diyebiliriz, Latincesi ile ‘natura’.
Bir de insanin icat ettigi ve iirettigi esyalar1 gorebiliriz,
iyisiyle ve kotiisiiyle bunlara da medeniyet veya kiltiir di-
yebiliriz, Latincesi ile ‘cultura’.

Etrafinizda gordiigiiniiz insan yapimi her sey, ¢ataldan
tuvalete, ugaktan ofise, tiifekten dolma kaleme, penisi-
linden niikleer santrale kadar her sey insanin aklindan
cikti, tasarlandi, kim bilir kag tane prototipi yapildi, ve
nihayetinde seri iiretilir hale getirildi.

Bunun i¢in matematik kitaplar1 yazildi, tabiat kanun-
lar1 kesfedildi, mithendislik disiplinleri gelisti, atdlyeler
kuruldu, sirasiyla tarim, sanayi, Fransiz, modern, dijital
devrimler yagsandi. Medeniyet ve kiiltiir —bir takim olum-
suz yan etkileriyle birlikte— siirekli ilerledi, siirekli gelisti.

Internet ise bagka bir boyut kazandirdi. Artik pek ¢ok
unsura erisim ¢ok kolaylast1. Bilgiye ulasmak parmagi-
mizin ucunda ve aninda ve ¢ogu ticretsiz. Ac¢ik kaynak
yazilimlar: diigliniin, paylagim platformlarini diisiiniin,

acik egitim portallerini diigiiniin. Liberal, demokratik ve
ozgiir ortamlar. Cok tesekkiirler.

Uretim altyapilarina ulagmak, ister mekanik isler igin,
ister elektronik isler i¢in, ¢ok daha erisilir hale geldi. Ma-
ker atolyeleri, Fab Lab gibi yapilar giderek yayginlagsmak-
tadir, diinyada da tiilkemizde de.

Mesele problemleri dogru belirlemek. Bunun i¢in agik
zihniyetlere, elestirel bakma yetenegine ve bir seyleri iyi-
lestirme, degistirme i¢giidiisiine, hatta tutkusuna sahip
olmak gerek. Dolayisiyla toplum yapisi ve egitim sistemi
asil bunu desteklemeli, asil bunu saglamalidir. Diger yet-
kinlikler bu ¢cagda her tiirlii 6grenilir.

Etrafiniza baktiginizda miithis buluslar géreceksiniz.
Bu metni yazdigim bilgisayar, ayin yériingesine yerles-
tirilen uydular, atom pargacik hizlandiricilari, Internet,
genetik dizileme, leziz, organik ve yerli bir ekmek, do-
gaclama bir sanat performansi, muazzam bir cam vazo,
ve daha niceleri.

1918 yilini1 hatirlayiniz. 1. Diinya Savasrnin bittigi yil,
Istanbul’un isgal altinda oldugu zamanlar, diinyada he-
niiz elektrigin yaygin olmadigy, telefon altyapisinin yeni
gelistigi, ucaklarin heniiz prototiplerinin u¢tugu, Ford T
Modeli’nin yeni yeni yayginlastig1 bir ddnem. Hala tarim
yapilmaktaydi. Hala endiistriyel caligma kosullar: ¢ok ip-
tidaiydi. Hala egitim sistemi oldukga ilkeldi.

2018 y1linda geldigimiz hal ortada. Bir yandan ilk okul
arkadaglarimizi sosyal aglarda bulup, hasret gideriyoruz.
Diger yandan kedi videolar: izleyerek saatlerimizi har-
ciyoruz. Bir yandan genetik editleme imkanlarimiz var,
diger yandan GDO, tasarim bebekler ve biyoterér. Bir

yandan insanlara ilham veren sanat eserleri iiretiyoruz,
diger yandan yiizlerce milyon dolarlik yatlar yapiyoruz.
Tyisiyle kotiisii de geliyor, faydalisiyla zararlis1 da berabe-
rinde geliyor. Hepsini biz yapiyoruz. Maker1z iste... Her
cesidinden var...

2118 y1lini diigliniin. Acaba nelerle karsilasacagiz? Fiiz-
yon enerjisi ugan araglara ultra-sonik gii¢ verecek. Yapay
zeka ve kisiye 6zel genetik tedavi ile hastaliklarin pek cogu
ortadan kalkacak, insanlarin gogu uzun, saglikli ve kaliteli
omiirler yagayacaklar. Ortalama 6miir bugiinkiinden ¢ok
daha uzun olacak. Akilli evler, akilli sehirler, akilli arag-
lar, akilli magazalar, okullar, hastaneler siradan olacak
ki, onlara artik akilli demeyecegiz, zira normali o olacak.
Mi acaba?

Yoksa yapay zeka insanligin son icadi mi olacak? Aca-
ba hirsimiz, kibrimiz, oburlugumuz ve vurdumduymaz-
ligimiz devam edecek, iklim degisimi nedeniyle yeryiizii
yasanmaz bir hale mi gelecek? Az sayida multi-milyarder
kendini Mars hapishanesine mi kapatacak?

Her ne olursa olsun, dogal afetler harig, basimiza gele-
cek olan her seyden biz mesuliiz. Iyi diisiinelim, ¢ok tar-
tigalim, iyi tasarimlar yapalim, dogru kararlar1 verelim,
herkse deger verelim, herkesi kazanmaya ¢aligalim, giizel
seyler tiretelim. Ki yarinlarimiz bugiinden giizel olsun, iyi
olsun, yasanasi olsun. Emanete ihanet etmeyelim. Cocuk-
larimiza, torunlarimiza ve bundan sonra gelecek nesil ve
tiirlere yesiliyle mavisiyle cennet gibi bir yuva birakalim.
Maker olan boyle diisiinmeli, béyle davranmali, 6zellikle
de bodyle iiretmelidir.

From cave to metropolis, thanks to the maker

Halil Aksu

Imagine 50 thousand years ago. Hunter-gatherer Homo sa-
piens... Our ancestors. Yes, we are the same species as them.
Actually, we have similar problems. Feeding, makinga fam-
ily, surviving, having fun... What more?

Can you picture the cave drawings found in from 20-30
thousand years ago, found in France and Spain? Magnificent
works, a magnificent imagination, even with the most prim-
itive methods. Gobeklitepe from 10 thousand years ago,
Tower of Babel, the Coliseum, and then Hagia Sophia, the
cathedrals in Europe, towers, castles, palaces, bridges, the
industrial revolution, urbanization, skyscrapers and then
today.

When you look around, there are two types of images. We
can call the one that the nature gives us “nature”, “natura”
in Latin. And we can also see the goods that the humans
invented or produces, with its pros and cons, we can call
these civilization or culture, “cultura” in Latin.

Everythingyou see around you which are manmade, from
forks to toilets, from planes to offices, from rifles to fountain
pens, from penicillin to a nuclear central, everything came
from humanity’s mind, got designed, got its prototypes done
god knows how many times, and at last, it became ready for
mass production.

Math books were written in the name of it, rules of nature
were discovered, engineer disciplines developed, ateliers got
established, agriculture, industry, French, modern, digital
revolutions happened, consecutively. Civilization and cul-
ture —with some of the disadvantages— kept going forward,
kept improving.

The Internet gave the whole thing another dimension.
Now, it was much easier to reach many items. Accessing
knowledge is on the tip of your finger, at an instant, and

most of it is free. Think about open source soft wares, think
about sharing platforms, think about open education por-
tals. Liberal, democratic and free environments... Thank
you very much.

Reaching the infrastructure, for mechanics, for electron-
ics, is way easier. Ateliers like Maker, structures like Fab
Lab are getting more spread, both in the world and in our
country.

The point is to setting the problems right. For this, open
minds, the ability to criticize something and the instinct to
make things better, the instinct to change things, or even
the passion, is needed. Thereby, the social composition and
the education system must root for this, must ensure this.
Other abilities can be learnt in any way in this age.

When you look around, you’ll see some great inventions.
The computer I'm writing this text on, the satellites on the
orbit of the moon, atom particle accelerators, internet, the
genetic formation, a delicious, organic and locally produced
bread, an improvised art performance, an imposing glass
vase, and more.

Remember the year 1918. The years that First World War
ended, the times that Istanbul was occupied, the times that
electricity still wasn’t common in the world, the times that
the basis of the telephone system was new, the times that
only the prototypes of planes were The flying, the times that
the Ford T Model was just getting popular. People were still
doing agriculture. Industrial working conditions were still
elementary. The education system was still mostly primitive.

The state we're in in the year is 2018 is obvious. On one
hand we're finding our grade school friends on social media
and recall old times. On one hand we're spending hours
watching cat videos. On one hand we have the opportunity

to genetically modify, on one hand GDO designed babies
and bio terror. On one hand we're creating works of art,
which inspire people, on one hand were building yachts
worth hundreds of million dollars. We're doing all of it.
We're Makers... Of every kind...

Think about the year 2118. What will we be facing, I
wonder. Fusion energy will provide flying vehicles with ul-
trasonic energy. With artificial intelligence and personal
genetic treatments, most of the diseases will be disappearing
from the face of earth; most people will live long, healthy
lives of high quality. The average lifetime will be way lon-
ger than today. Smart houses, smart cities, smart vehicles,
smart shops, schools, hospitals will be so ordinary that we
won't call them “smart” anymore, because the normal will
be that. Or will it?

Or will artificial intelligence be the last invention of hu-
manity? Will our ambition, our arrogance, our gluttony and
impassiveness will continue and the earth won’t be suitable
for living due to climate change? Will a small number of
multi-billionaires put themselves in the prison of Mars?

Whatever happens, except for natural disasters, we are
responsible for whatever’s going to happen to us. Let’s think
better, argue better, design better, give the right decisions, ap-
preciate everyone, win everyone over, produce good things.
So that our tomorrows are more beautiful than our today,
better, more livable. Let’s not betray what has been trusted
with us. Let’s leave a home like heaven with its blues and
greens to our children, grandchildren, and the generations
and species that are going to come after this. A Maker should
think like this, act like this, and especially, create like this.



Musterek bilgiye musterek
mudahale: Sanat+Feminizm

Yagmur Yildirim
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2011 yilindaki Wikimedia Vakfi aragtirmasi, iceriginin
yazarlarinin %10’'undan azinin kadin oldugunu ortaya
cikardi. Miisterek bilgi kaynaklarinda mevcut esitsizligi
dengelemek, kadinlar iizerine ve(ya) kadinlarca tiretil-
mis icerigi desteklemek amaci ile yola ¢ikan, bir pargasi
olmaktan mutluluk duydugum Art+Feminism olugumu,
Martayi boyunca diinyadaki pek ¢ok sehirde iki yilize ya-
kin diizenleme maratonu (edit-a-thon) gergeklestirdi. Bu
yaziyazilirken onlarcas: da ger¢eklesmeye devam ediyor.
Bu yil besinci yasini kutlayan Art+Feminism, acik bilgi
kaynaklarina ‘kendin-yap’ ve ‘miisterek-yap’ miidahale-
lerde bulunuyor, birer giinlitk yogun maratonlarla sanat,
tasarim, mimarlik gibi yaratici disiplinler sahnesini he-
defalarak, en yaygin sanal arastirma platformlarindan,
‘herkesin katkida bulunabildigi Ozgiir Ansiklopedi’
Vikipedi'yi ve ortak bilgiyi ‘6zgiirlestiriyor’.

Tarihin Cinsiyetiyazar1 Fatmagiil Berktay’a gore, “Ya-
zinin icat edilmesinden beri tarih yazma islevi erkeklerin
tekelinde oldugu icin erkeklerin yaptiklar: ve yasadiklari
‘tarihsel 6neme sahip’ bulunarak, kadinlarin deneyimleri
marjinallestirilmistir”. “Kimin tarihini, kim yaziyor?”
sorusuyla harekete gecen Art+Feminism, bagka sesleri
‘g6z ard1 eden’ normatif diisiince sistemlerine miidahale
etmek tizere tiim kimliklerden katilimcilarla igeriklerini
biinyesine davet ediyor. 2014 yilindan bu yana, bes ki-
tada toplam 500’iin tizerindeki etkinlikte 7.000’i agkin
katilimci, Vikipedi'ye 11.000’in tizerinde madde ile katki
sagladi. 600 katilimci ile 31 meké4nda yola ¢ikan ilk Vi-
kimaraton’un diizenleyicilerinin ¢abalari, onlarin Fore-
ign Policy’nin Oncii Kiiresel Diisiiniirler/Leading Global
Thinkers listesinde yer almalarini sagladi.

Sanatgilar, tasarimcilar, kiiratérler, yazarlar, editor-

ler, kiitiiphaneciler, Vikipediciler, erbaplar ve merakli-
larin igbirliginin tirlini, ortak bilgiye miisterek bir katk:
girisimi olan Art+Feminism’in tohumlar: Sidn Evans
(Art Libraries Society of North America’s Women ve
Art Special Interest Group), Jacqueline Mabey (Failed
projects) ve Michael Mandiberg tarafindan, Professio-
nal Organization for Women in the Arts (POWarts) ve
The Museum of Modern Art (MoMA) isbirliginde atild.
Tiim diinyada, aralarinda Yale Universitesi, Tate Britain,
Los Angeles County Museum of Art, the Philadelphia
Museum of Art Library, Washington National Museum
of Women in the Arts, Paris Archives Nationales, Mexico
City Museo Universitario Arte Contemporaneo’nun da
oldugu ¢esitli mekanlarda diizenlenen etkinlikler, gecti-
gimiz y1l 189’u agkin mek4nda gerceklesti, toplam 2.579
katilimci1 5.500’in tizerinde yeni igerik olusturdu.

Yaratici tiretimin niteliginin saglikli bir bicimde tarti-
silabilmesii¢in, 6ncelikle bu zeminde diyalogun ve ada-
letin saglanabilmesi gerekiyor. Cinsiyet esitsizligi, bugii-
niin daha genel ve komplike bir imtiyazlar sorununun
bir parcasi; bu sorunla miicadele, daha adaletli bir diinya
icin zorunlu ve temel eylemlerden biri. Bugiin, cinsiyetin
de dahil oldugu her imtiyaz alaninda mevcut diisiince
sistemlerini degistirmek ve yeni bilgi iiretme bigimleri
icin harekete gegmek, bir arada yasayabilmek icin nefret
sGylemlerinin, hak ihlallerinin ve zenofobinin tirman-
dig1 bugiinlerde belki hi¢ olmadig: kadar elzem. Agik
ve sanal bilgi kaynaklarina eszamanli ve miisterek bir
miidahale, bugiiniin imkénlarinin yarattig1 yeni proaktif
eylem bicimlerinden biri ve gii¢ yapilarini dogrudan he-
defalan, Michel de Certeawnun nitelendirmesiyle etkili
bir giindelik yagam ‘taktigi’.

Collective intervention on collective
knowledge: Art+Feminism

2016 ve 2017 yillarinda, pek ¢ok sehir ile eszamanl
olarak Istanbul’da ve Ugan Siipiirge Kadin Iletisim ve
Aragtirma Dernegi ile isbirliginde Ankara’da Art+Fe-
minism etkinlikleri ger¢eklestirdik. Katilimcilar, Wi-
kimedia Kullanic1 Toplulugu Grubu Tiirkiye destegi ile
yaratici disiplinlerde kadinlar, kadin hareketi, feminist
diisiince gibi konulara temastaki katkilarla miigterek
bilgiye miisterek bir katkida bulundular. A¢ik ¢agrimi-
za kargilik vererek, Kadin Eserleri Kiitiiphanesi ve Bilgi
Merkezi Vakfi, CerModern ve Space Debris mekanlarin-
da gergeklesen etkinliklere katilanlarin yarattig1 daya-
nigsma harikayds; ¢evre sehirlerden etkinlik i¢in gelenleri,
tilkelerarasi baglanip icerik olusturanlari, ortaklaga veri-
len emegi ve neseyi gormek mutlu etti. Vikimaratonlarin
bir yenisini bu yil Vikipedinin erigime kapali olusun-
dan otiirii gergeklestirmedigimizden 6tiirii iziintii du-
yuyorsak da, gelismeleri izliyor ve Vikipedi’nin gectigi-
miz giinlerde diinya ¢apinda baglattig1 # WeMissTurkey
kampanyasini destekliyoruz. Daha 6zgiir, daha miisterek
bilgi i¢in, sanatta, tasarimda, mimarlikta, tiim alanlarda
renklerin ve seslerin bir arada var olmas i¢in; nice da-
yanigmaya, miildahaleye ve Vikimaratonlara.
#ArtandFeminism

artandfeminism.org

IMAGE FROM THE INVITATION TO PARTICIPATE
IN WIKIPEDIA UPDATE, BY ART+FEMINISM

The 2011 Wikimedia Foundation survey revealed that less
than 10% of the authors of their content were women. Art
+ Feminism foundation that was kicked off with the aim of
balancing current inequality in collective information sources
and supporting content created on or by women, a foundation
that I am delighted to be a part of, realized almost two hun-
dred edit-a-thons in many cities around the world in March.
While this text is being written, many of them continue to be
realized. Art + Feminism, celebrating its fifth year this year,
makes ‘do it yourself” and ‘do collectively” interventions on
open sources of knowledge; liberates the Free Encyclopaedia
‘Wikipedia’ that anyone can contribute to and common
knowledge, by targeting the stage of creative disciplines such as
art, design and architecture through daily intense marathons.

According to Fatmagiil Berktay who is the writer of the
book Tarihin Cinsiyeti (The Gender of History), “Since the
invention of writing, actions and experiences of men have been
found to have ‘historical significance’ because men have mo-
nopolized the function of writing history and women’s expe-
riences have been marginalized”. Art + Feminism, acting on
the question of “Who writes whose history?” invites partici-
pants from all identities in order to intervene on normative
systems of thought which ‘ignore’ other voices. More than
7.000 participants in over 500 events in five continents con-
tributed more than 11.000 articles to Wikipedia since 2014.
The efforts of the organizers of the first Edit-a-thon, which ran
in 31 venues with 600 participants, allowed them to take part
in Foreign Policy’s Leading Global Thinkers list.

The seeds of Art+Feminism which is the product of the
collaboration of artists, designers, curators, writers, editors,
librarians, Wikipedians, experts and enthousiasts and is an
initiative of collective intervention to collective knowledge,

Yagmur Yildirim

Gender inequality is part of a more

general and complicated problem

of privileges today; fighting this

problem is one of the required and

has been planted by Sian Evans (Art Libraries Society of North
America’s Women and Art Special Interest Group), Jacqueline
Mabey (Failed projects) and Michael Mandiberg and in col-
laboration with the Professional Organization for Women
in the Arts (POWarts) and The Museum of Modern Art
(MoMA). Events that were held in various venues including
Yale University, Tate Britain, Los Angeles County Museum
of Art, Philadelphia Museum of Art Library, Washington
National Museum of Women in the Arts, Paris Archives
Nationales and Museo Universitario Arte Contemporaneo;
took place in more than 189 venues last year, with a total of
2.579 participants creating over 5.500 new content.

In order for the quality of creative production to be dis-
cussed in a healthy way, dialogue and justice must first be pro-
vided on this ground. Gender inequality is part of a more gen-
eral and complicated problem of privileges today; fighting this
problem is one of the required and essential actions for a fairer
world. Today, takings actions to change current thought sys-
tems and new ways to create information in every concession
area including gender in order to coexist, is more important
than ever in these days that hate speeches, violations of rights
and xenophobia rises. Simultaneous and collective interven-
tion to open and virtual sources of information is one of the
new proactive forms of action created by today’s possibilities
and as stated by Michel de Certeau; an effective life ‘strategy’
that directly targets power structures.

In 2016 and 2017, we have realized Art + Feminism events
in Ankara simultaneously with many cities and in collabora-
tion with Ugan Siipiirge Kadin Iletigim ve Aragtirma Dernegi
(Flying Broom Women Communication and Research
Association). With the support of Wikimedia User Group

Community Turkey, participants contributed to collective

essential actions for a fairer world

knowledge related to women in creative disciplines, women’s
movement and feminist thought.

Solidarity created by those who participated in events held
in venues such as Kadin Eserleri Kiitiiphanesi (Library of
Women’s Work) ve Bilgi Merkezi Vakfi (Information Center
Foundation), CerModern and Space Debris, by responding to
our open call; was amazing. Seeing people coming from sur-
rounding cities, those connecting from abroad and creating
content and collaborative effort and joy made us happy.

Although we are sad by the fact that we could not organize a
new version of edit-a-thons due to the fact that Wikipedia was
closed to access this year; we are watching the developments
and we support the #WeMissTurkey campaign that Wikipedia
haslaunched around the world in the past days. For more free,
more collective information, for the coexistence of colours and
voices in every fields like art, design and architecture; to many
solidarity, intervention and edit-a-thons.

#ArtandFeminism

artandfcminism.org



Bu makerligi
tanimlamasak da mi anlasak?

Osman Kog

Profesyonel hayatta diplomanin 6nemi azald:
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yapmak icin gercken kaynaklarin esigi azaldikea,

teknolojinin farkli disiplinlerle simbiyotik iliskiler

kurmasi kolaylasti, hibrit ve ayni1 zamanda daha

tanimlanmamuis alanlar artcr

unlimited 3s

Yazi yazmak, ana liretim ve ifade mecrasi yazi olmayan
bendeniz i¢in bir taraftan baglamasi zor bir siireg, 6te
yandan baslayinca gerisinin gorap sokiigii gibi geldigi bir
bosaltim ani. Ben hig bir yerde calismadim. Hig kartvizi-
tim olmadi. Hi¢ unvan verilmedi. Ama “Kimsin, nesin,
n’apiyorsun?” diye ¢ok soruldu. Dolayisiyla kendimi bir-
kag kelimeye veya unvana indirgemem istendi. Temelden
sa¢ma olan bu durumla oynamaya erkenden bagladim.
Doénem dénem kulagima ne daha hos geliyorsa o unva-
n1 sdylemeye bagladim. Ilk olarak etkilesim tasarimcisi
oldum, sonra web igleri bu unvani kapsamaya bagladi,
anlami degisti. Bir ara ‘multimedyalr’ veya ‘interdisip-
linerli’ unvanlarim oldu. Sonra ‘prototip¢i’ dedim bir
stire kendime. Annem sdylemekte zorlandi. Sanat¢i da
oldum, tasarimci da, mithendis de, 6gretmen de... Su ara
creative technologist’im. 2013 sonu gibi maker hareketi
Tiirkiye’ye baglarken, bana aslinda maker oldugum sdy-
lendi. Hatta sonrasinda bir ara Bager Akbay’la maker1
Tiirk¢e’lestirme girisimi olarak kendimize ‘liretmen’
dedik. Tutmadu.

Tanimlarim hep degisti ama yaptigim is hi¢ degis-
medi veya ben 6yle hissetmiyorum ¢iinkii yaptigim isin
sonucu neye doniigiirse doniigsiin, yaparken hep ben-
zer seyler hissediyorum. Maker hareketini; teknoloji-
yi demokratiklestiren, isteyeni i¢ine alan kapsayici bir
hareket olarak goriirken, yapilan tiim tanimlarin ma-
ker hareketini daha ayrigtirici, seckinlestirici bir tavra
biiriindiirdiigiini diisiiniiyorum. Bu ayristirma ve seg-
kinlestirmenin, zaten hali hazirda hata yapmamak i¢cin
katatonik hale gelmis bireylerin entegrasyonunu daha
daimkansiz hale getirdigini diisiiniiyorum. Buna karsit
olarak, maker kelimesini bir sifat veya unvan olarak kul-
lanmaktansa bir yaklasim olarak gérmenin bu psikolojik
bariyerleri yumusatacagini diisliniiyorum.

Uzun uzun maker hareketinin tarih¢esinden bahset-
meyecegim. Sevgili Engin Ayaz’in Manifold’da yayin-
lanan yazisin1 okumanizi tavsiye ederim. Amerika’da
sehir merkezinden uzakta (banliyd) yasayanlarin ayni
zamanda temel hizmetlerden uzak olduklar: i¢cin daha
becerikli olmalar1 gerekiyordu. Buradan ¢ikan garaj kiil-
tiirli, maker hareketinin tohumlar: olarak gériiliirken,
kisisel olarak Nazi Almanyas’ndan Amerika’ya kacan
Bauhaus akiminin 6nciilerinin de bu noktada etkisi ol-

dugunu diigiiniiyorum.

Bu zorunlulugun getirdigi beceriklilik, endiistri dev-
rimi tarafindan uzmanlagtirildik¢a kendi sékiigiinii di-
kemeyen modern insanla kiyaslanirsa, bizi gelecege kars1
daha direncli hale getirdi. Bence bu noktadaki temel ki-
rilim kendini tanimlamakta, daha dogrusu tanimlama-
makta yatiyor. Meslegimizi diplomamizla, kendimizi de
meslegimizle tanimladikga, bu kabullendigimiz, kendi
yarattigimiz ve tanimladigimiz hapisten ¢ikmak i¢in
emekliligi bekliyor oluyoruz.

Halbuki gelisen teknolojiyle ortaya ¢ikan yeni araglar,
bilginin her yerde var olmasi, ama en énemlisi (muhte-
melen biraz da maddi sebeplerden) daha genis kitlelere
hitap etme ¢abasi, teknik uzmanlik gereken disiplinlerde
alayli olabilme opsiyonunu yaratti. Profesyonel hayatta
diplomanin 6nemi azald1 ama daha 6nemlisi, teknolojiyi
kullanarak iiretim yapmak i¢in gereken kaynaklarin esi-
giazaldikga, teknolojinin farkl disiplinlerle simbiyotik
iligkiler kurmasi kolaylasti, hibrit ve ayn1 zamanda daha
tanimlanmamis alanlar arttu.

Benzer bir durumu atdlye tanimlarinda da goriiyo-
ruz. MIT, ‘fablab’ tanimini yarattiktan sonra, belirledi-
gi bir malzeme ve makine listesi tizerinden mekanlara
fablab titrini vermeye basladi. MIT disindakiilk fablab
2002°de kuruldu. MIT nin hazirladig1 malzeme ve ma-
kine listesi takriben yiiz bin dolar ederindeydi. Make
Dergisi 2005’te yayinlanmaya bagsladiginda, hem daha
kalabalik bir kitleye ulasti, hem de bu kitleyi belli bir
isim ve ¢at1altinda birlestirdi. Burada insanlarin birles-
mesinin sebebi bireylerin ihtiya¢ ve/veya meraklari dog-
rultusunda 6grendigi yeni bilgiler sayesinde tiretebildik-
lerini paylagma ve alkiglama ortami yaratmasiydi. Once
dergiyle baglayan bu ortam sonrasinda 2006’da ilk olarak
diizenlenen Maker Faireile pekisti. Maker Faire’in ticari
olmayan bireysel katilimcilardan iicret talep etmemesi,
bu fuarin odagini markalar ve reklamdan, bireyler ara-
sindaki ortak merak/sorun/¢éziimlere ¢evirdi. Burada
Yaratici1 Miisterekler (Creative Commons) lisansinin da
2002 sonlarinda duyuruldugunu belirtmekte fayda var.
Mekan konusuna geri donelim. Bir atélyeye maker space
unvanini veren bir mercinin olmamasi, isteyenin atdlye-
sini maker space olarak adlandirmasini sagladi. Benzes-
tigi bir¢ok nokta ve belirli yonelimleri olmasina ragmen,

maker space’in hala tekil bir tanim1 yok. Bu da aslinda
bir atdlyenin maker space olmasini icerideki makine-
lerden ¢ok, o atélyede iiretilen projelerin dogasiyla ilig-
kilendirdi. 2014’te Istanbul Yeldegirmeni'nde Iskele 47
isimli maker space’i kurmadan 6nce de sonra da, gittigim
her tilkedeki maker space’lere ugramaya ¢aligtim. Dene-
yimleri paylagmak, farkliliklari ve benzerlikleri bulmak,
benzer sorunlara getirilen farkli ¢6ziimleri incelemek
ilgimi ¢ekiyordu. 2017°de San Francisco’ya tagindigim-
dailk aradigim sey en yakin maker space idi. $ansima,
evimden 15 dakika yiiriime mesafesinde, gegen sene 10.
yasini kutlayan Noisebridge’i buldum. Noisebridge’e git-
tiginizde kapiy1 acan kisi ilk olarak “Bu ilk gelisin mi?”
diye sorar. Evet derseniz, sizi mekanda gezdirir, mekani
ve igerideki kiiltiirii anlatir. Noisebridge’in tek kurali
var. “Be excellent to each other.” (Birbirinize mitkemmel
davranin.) Zamanla Noisebridge’in ge¢irdigi zorluklari,
denedikleri ¢oziimleri ve tabii Iskele 47 ile benzerlikleri
ve farkliliklarina baktigimda, bu tek kuralin giiciinii
muglakligindan aldigini gériiyorum.

2014’te katildigim ilk maker toplantisindan bugiine
Tiirkiye’de ve diinyada maker hareketinin evrimini iz-
ledikge; bir yandan hitap edilen kitlenin biiyiime hizina
inanamiyorum, 6te yandan daha kolay anlagilsin diye
tanimlanarak indirgenmesine tepkimi gizleyemiyorum.
Bunca giincel yaklasimin birbirini destekledigi, gerce-
gi tiim kusur ve karigikliklariyla algilayabilmek i¢in ug
kutup analojileri izerinden gitmeyip, aradaki tiim ikili
olmayan (non-binary) niianslari incelemek yerine, gele-
neksel ydntemlerle maker hareketini markalagtirip, tiriin
haline getirmenin ne kadar ¢eligkili bir durum oldugunu
g6z ard1 edemiyorum.

Yasadigin dénemi i¢indeyken tanimlamak zor. Ure-
tim ve bilgiye erisimin kolaylagsmasi, hepimizin iistiine
diisen biligsel yiikii ve diigiinme sorumlulugunu arttiri-
yor. Beynini esnek tutmayan geride kaliyor. Bir konuyu
diisiiniirken bakmamiz gereken acilar arttikea, ekstra-
danigerik degismesi yiikiinii beraberinde getiriyor. Belki
de ben maker hareketine ¢ok anlam yiiklemeye ¢alisiyo-
rum. Tanimladikea ¢izilen sinirlar, bazi seyleri digari-
da birakiyor. Onun yerine her kavrami veya yaklagimi
maker’in i¢ine sokmak belki de benim kolaya kagigim.

Understanding ‘the maker’ by not defining it

MAKER FAIRE 2015

As writing is not my way of main production and expressing
myself, it is a hard process for me to start. But on the other
hand, it is a moment of revelation of feelings in rapid suc-
cession once I start writing. I've never worked anywhere. I've
never had a business card. I've never been entitled. But I've
been asked many times “Who are you, what do you do?”. So,
I've been asked to degrade myself to a few words or a title. I
started to play with this situation that is nonsense all along. I
started to say which title sounds best to me from time to time.
At first, I was an interaction designer, and then web projects
started to include this title, its meaning changed. I had the
titles consisting the terms of ‘multimedia’ or ‘interdisciplin-
ary’ at one time. After that, I called myself ‘prototyper’ for a
time. My mother had difficulty in pronouncing it. I became
an artist, designer, engineer and teacher... At the moment, I
am a creative technologist. When the movement of makers
began in Turkey at the end 0f 2013, I was told that I am actu-
ally a maker. We even called ourselves ‘producer” with Bager
Akbay, as a result of trying to translate the word ‘maker’ into
Turkish. It didn’t work.

My definitions always changed, but what I do never changed
or I don’t feel that way. Whatever the result of my work turns
into, I always feel similar things while doing it. While I per-
ceive the maker movement as an inclusive movement which
involves the democratization of technology, I think that all
the definitions made, put the maker movement in a position
more discriminating and ennobling. This discrimination and
ennoblement makes the integration of individuals, who al-
ready became catatonic in order not to make mistakes, much
more impossible.On the contrary, I think that instead of using
the word ‘maker’ as an attributive or a title, perceiving it as an
approach moderates this psychological barriers.

I won’t be explaining the history of the maker movement.
I recommend you to read Engin Ayaz’s article published in
Manifold. In America, people living far away from the city
center (suburban) were supposed to be more skilled because
they were also away from basic services. I think that the garage
culture from here is seen as the seeds of the maker movement,
and the pioneers of the Bauhaus movement, who escaped from
Nazi Germany to America, also have an effect on it.

The skillfulness caused by this necessity made us more resis-
tant to the future compared to the modern people specialized
by industrial revolution who cannot even help himself/herself.

Osman Kog

In professional life, the importance of diplomacy

has diminished, but more importantly, as the

number of resources required to produce using

technology has decreased, the technology

has established symbiotic relationships with

different disciplines more easily and hybrid and

I think that the basic milestone at this point lies in defining
oneself, or actually, not defining oneself. As long as we define
our profession with our diplomas and ourselves with our pro-
fession, we are waiting for the retirement to escape from the
prison we have created and defined.

However, new tools emerging with the developing tech-
nology have created the option of being self-educated in disci-
plines where technical expertise is needed, in order to address
information more broadly, but most importantly (possibly
because of some material reasons) to wider masses. In pro-
fessional life, the importance of diplomacy has diminished,
but more importantly, as the number of resources required to
produce using technology has decreased, the technology has
established symbiotic relationships with different disciplines
more easily and hybrid and more unspecified areas increased.

We see a similar situation in the definition of workshops.
After MIT created the definition of ‘fablab’, they started to
give fablab titles to places over a list of materials and machines
they determined. The first fablab outside of MIT was estab-
lished in 2002. The list of materials and machines which
MIT prepared, cost approximately a hundred thousand dol-
lars. When Make Magazine began to be published in 2005, it
reached to large masses and united this mass under one name
and a single roof. The reason for the union of people here was
to create an environment of sharing and applauding what they
could produce through new knowledge that individuals ac-
quired in the direction of their needs and/or curiosity. This en-
vironment which started with a magazine, became stronger in
2006 with the Maker Faire. The fact that Maker Faire does not
charge for non-commercial individual participants turned the
focus of this fair into the common curiosity/problems/solu-
tions between individuals from brands and advertisements. It
is worth noting that the Creative Commons license was also
announced in the late 2002. Let’s get back to the ‘space’ issue.
The fact that there was no authority giving the maker space title
to a workshop made it possible for people to call their work-
shops maker spaces. Although there are many points and spe-
cific trends that are similar, there is still no singular definition
of the maker space. This, in effect, relates the fact that a work-
shop is a maker space according to the nature of the projects
produced in that workshop rather than the machines inside
it. In 2014 I tried to get to the maker spaces in every country
I visited before and after establishing the maker space named

more unspecified areas increased

Iskele 47 in Istanbul Yeldegirmeni. It was interesting to share
the experiences, find differences and similarities, and examine
different solutions to similar problems. When I moved to San
Francisco in 2017, the first thing I looked for was the closest
maker space. Luckily, I found Noisebridge, which celebrated
its 10th birthday last year, within a 15 minute walking distance
from my home. When you go to Noisebridge, the person who
opens the door asks you first: “Is this your first time here?” If
you say yes, he/she shows you around and tells you about the
place and the culture inside. Noisebridge has only one rule.
“Be excellent to each other.” Over time, when I look at the
difliculties had in Noisebridge, the solutions they try, and of
course, the similarities and differences between Iskele 47, I see
that this one rule draws its strength from its ambiguousness.

Since the first maker meeting I attended in 2014, as I watch
the evolution of the movement maker in Turkey and in the
world; I can not believe the growth rate of the masses, on
the other hand, I can not hide my reaction how the maker
movement’s value is decreased by the definitions making it
easier to understand. I can not ignore how contradictory it
is to generate a brand and product over the maker movement
with traditional methods, instead of going through the ex-
treme poles of analogies in order to perceive the truth with
all its flaws and confusions, and to examine all the non-binary
nuances in between at a time when many current approaches
support each other.

It is hard to describe the period while you are living in.
The facilitation of access to production and information in-
creases the cognitive burden on all of us and our responsibil-
ity to think. The ones who do not make their brains flexible
fall behind. As the aspects we need to look at while thinking
about a subject increase, it leads to the extra burden of content
switching. Maybe I am trying to make much more sense of the
maker movement. As the definitions increase, the limitations
also increase and they leave some things out. Maybe, including
every concept or approach in the maker concept, is my way of
taking the easy way out.
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Tarihoncesinden bir dizi el baltasinin giincel yorumlari ile

aletler ve tasarim tizerine diisiindiirdiikleri
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Arka plan

Su damlasi -ya da badem- seklindeki ikonik el baltasi, her
ikiyanindan islenerek kademeli olarak tipik bir simetrik
forma dontigtiiriilen, tarihéncesi ddneme ait bir tag alet-
tir. Avrupa, Asya, Afrika ve Kuzey Amerika’nin yani sira
cesitli kitalarda bulunan el baltasi, 1 milyon 400 bin y1l1
agkin tarihiyle en yaygin kullanilan aletlerden biridir.

Arkeolojik bulgularda tag baltayla siklikla kargilagil-
masi1 ve aletin genis bir zaman araliginda kullanildiginin
kesfedilmesi, bu duruma odaklanan birtakim radikal
teorilerin ortaya ¢ikmasina vesile oldu. Bu ¢alismalardan
biri, tipki kuslarin verili yetenekleriyle yuvalarini belirli
bir tipte (malzeme, form ve biyiikliikk agisindan) inga
etmeleri gibi, insanlarin da bu formu iiretmeye dogal
bir yatkinlig1 oldugunu 6ne siiriiyor.

Bir diger ilging teoriyse bu formu, kiiltiirel ya da 6g-
renilmis izleri barindirmayan, evrimsel estetik tercih-
lerimizle iligkilendiriyor. Bagka bir deyisle, simetrik
formlardan aldigimiz haz, simetrik bir viicuda sahip
olan bireylerin saglikli, dolayisiyla da ¢iftlesmeye uy-
gun oldugu kanisiyla bagdastiriliyor.

Ayrica, fazlaca biiyiik veya kullanilmamis el baltala-
rinin bulunmasi, aletin kiginin hayatta kalma sansini
artiran el maharetlerinin yani sira ileri goriislii olma, alet
yapma ve ¢cogunlukla da iyi bir aile reisi olma yoniindeki
yetileriyle 6viindiigii bir kur yapma nesnesi olarak kul-
lanilip kullanilmadig: sorusunu da giindeme getiriyor.
Tim bunlarla, bugiiniin maddi kiltiiriiniin temelinde
yatan -bireyin toplumsal tabakadaki konumu ve maddi
durumuna dolayisiyla da ge¢imini saglama yetisine var-
sayimsal olarak isaret eden liiks arabalar, miicevherler,
aksesuarlar ya da markalar gibi- ip uclar1 arasinda bir
benzerlik kurmak da miimkiin.

Elbaltasinin kesin olarak nasil kullanildigi hilen tam
anlamiyla bilinmese de farkl: sekillerde kullanilan ve
degisen kullanim bicimleri kapsaminda cesitli islevler
tistlenen ¢ok amagli bir alet oldugu yaygin olarak kabul
goruyor.

Su damlasi formunda bir takim varyasyonlara rast-
lansa da daha keskin olan kenarin kullanim yéniini
belirledigi sekli, iki ylizeyli ayna simetrisi ve agag1 yu-
kari tek elle kavranabilen boyutuyla belli bagli geomet-
rik ana hatlar1 6ne cikar. El baltasini ¢cevreleyen keskin
ag1z, farkli geometrik sekillere sahip olabilir: derin ka-
visli (dilimleme bicagindaki gibi), dar kavisli (mutfak
bicagindaki gibi) ve nokta seklinde (hangerdeki gibi).
Bu degiskenlerin yani sira tagin agirligi sayisiz kullanim
olasiliklarina imkan verir.

Zaman zaman, el baltasinin gesitli saplarla -ister kul-
lanicinin elini tagin keskin ucundan korumak i¢in deri

bir kaplama, ister hiz kazanmak veya kaldirag islevi sag-
lamak tizere bir saft olsun- iki parcadan olusacak sekilde
kurgulanmis olmasi da muhtemeldir.

Tasarim

Bir dizi isten olusan MAN MADE, el baltasinin araci
oldugu belirli faydaci faaliyetlerden ziyade formunu te-
mel alarak ¢esitli kavrama ve parga ilavesi imkénlarina
dair éneriler sunar.

Beyaz sap ilavelerinin her biri, diger kullanim ola-
naklarinin tamamini ortadan kaldirarak el baltasini ¢ok
amagli bir aletten amaca y6nelik bir alete doniigtiiriir.
Boylelikle, aletin tekil kullanimi 6n plana gikar. Tarihsel
zamanin belirli bir aninda dondurularak o anki kulla-
nimi dikkate alinan herhangi bir ok amagli alet, amaca
yonelik bir arag haline gelir.

Projenin ilk agamasi hizlandirilmis evrim ve kanama-
lar tizerineydi. Yontma becerisini kavramak ve gelistir-
mek lizerine mesai harcanirken istenilen boyut, sekil ve
malzeme &zelliklerine sahip cakmaktagi kayalar Israil’in
giineyindeki Negev ¢oliinden getirildi. Temelde, bu siireg
kontrollii bir kirilma yaratmak i¢in cakmaktagina daha
yumusak bir tagla (tarihsel olarak kemik veya boynuz da
kullanilirdi) vurulmasi ve darbenin yarattig: sok dalga-
lar1 cakmaktaginda yayilirken taneciklerin yongalanma-
sin1igeriyordu. Bunun aynizamanda kanamaya da sebep
oldugunu ayrica belirtmeye gerek yok...

Sonrasinda, ¢akmaktagi el baltalar1 Prof. Dr. Leore
Grosman’in Hebrew Universitesi, Kudiis Arkeoloji Ens-
titiisii’'ndeki dijital laboratuvarinin zarif destegiyle ti¢
boyutlu olarak tarandi. El baltasinin dijital dosyalarina,
aletin farkli kullanimlarini érnekleyen, 6zel olarak ta-
sarlanmuisg saplar eklendi.

Daha sonra sap dosyalar: Stratasys’nin destegiyle, bir
performans polimeri olan Verogray’de basild1. Hazirlanan
parcalar 6zgiin cakmaktag: el baltasi ile birlestirilirken
¢ogu zaman birbirine uzak kabul edilen iki making tek-
nolojisi de bir araya getirildi: Yontma ve {i¢ boyutlu baski.

Aletler, tutma, saglaklik/solaklik (9 numarali tas el
baltasi) ve kazma veya vurma hareketlerinde oldugu gibi
iki elle kavrama (8 numarali tag el baltasi) gibi birtakim
konular tartigmaya agiyor.

Dolayli vurus ilkesi, bir duvar ustasinin keskiye ge-
kigle vurarak tasa gii¢ uygulamasina benzer bir sekilde,
tutacagin (7 numarali tag el baltasi) tistiine konumlandi-
rilan bir platformla 6rneklendirilmistir. Belirgin olan bu
dolayli yontma y6ntemi, tarihéncesi ddnemde ¢akmak-
tag1 alet yapimi kapsaminda daha rafine, ince ve uzun
bir bigcak agzi liretmek amaciyla kullanilmagtir.

Baltada mandal kullanimi, degistirilebilir tag tutma
bagliklariyla (4 numarali tag el baltasi) 6rneklendirilir.

Burada, kavrama kolundaki modeller bagliklara ilmek-
lenerek mandallama referans: grafiksel olarak da islen-
mektedir.

Mizrak da (2 numarali tas el baltasi) bir kordondan
faydalanarak -kamaya benzer bir sekilde- bir odun par-
casina tutturulup uzatilir. Burada polimer kisim, ahgap
islemede kesme ve dograma isleri icin kullanilan keser-
deki (10 numarali tag el baltasi) baglanti aparatinda da
oldugu gibi, organik ve mineral arasinda bir araci1 gorevi
iistlenir. Tki pargali keserlerin Yeni Gine’deki kabileler
gibi tas teknolojisi temelli glintimiiz kiiltiirlerindeki kul-
lanimi belgelenmistir. Geleneksel olarak, calisma tasiile
sap arasindaki a¢1 iglevseldir; tagi sapa tutturmak tizere
dall1 bir odun par¢asindan istifade edilmesinden kay-
naklanir. Polimer baglanti aparati, bu dallanma haline
morfolojik bir saygi gosterisinde bulunur ve tipki mii-
hendisin yapisal kirisi gibi gii¢ verir.

El baltasi nasil taginityordu? Bu soru klipsli kilifin (3
numarali tag el baltasi) yani sira bir yirtict hayvanin teh-
didine ugradiginiz takdirde zaten bir tas tagiyorsaniz,
yontarken ne kadar zaman ayirdiginizi gézetmeksizin
bu tag: bityiik ihtimalle atacaginiz inanciyla iligkilidir.
Yeri gelmigken, firlatilan bir cisim olarak el baltasinin
aerodinamik tesirini degerlendirmeyi amaglayan ¢alig-
malar da mevcuttur.

Son olarak, el baltasinin tripodda teshiri (6 numarali
tas el baltasi) sunlar1 ifade eder: bir kur yapma nesnesi,
tas aletler yapma yetilerinizle 6viinme vesilesi ve sans-
liysaniz, bu 6zelliklerin gelecek nesillere aktarilmasi.

Proje kapsamindaki cakmaktagi el baltalar kullanilan
malzeme ve yontulma bi¢iminden &tiirii birbirinden ay-
rilir. Her bir tagin kendine 6zgii karakteri (boyut, renk,
sekil ve benzeri) en elverigli sapin yani sira arketip el
baltasi lizerine bir “grup tartismasi” baglatacak baglam
ile eslestirilmigtir.

Uriin tasarimcilar1 Ami Drach (1963-2012) ve Dov
Ganchrow 1996’da kendi tasarim stiidyolarini kurdu.
Stiidyonun projeleri, medikal iiriin gelistirme ve tasari-
mi, mobilya ve aydinlatma tasarimi ile miize sergi tasa-
riminin yani sira siiregiden ¢akmaktasindan alet tasar-
lama projesi ile bu kapsamdaki MAN MADE el baltasi
koleksiyonu gibi kisisel ve deneysel tasarim objelerini
iceriyor.

Ikilinin igleri kisisel koleksiyonlar ve miize kolek-
siyonlarina dahil edildi ve kapsamli olarak sergilendi.
Ami ve Dov, Bezalel Sanat ve Tasarim Akademisi’nin
Endiistriyel Uriin Tasarim1 Béliimii’nden (Kudiis, Israil)
mezun oldu. Ami bir ddnem béliim bagkani olarak da
gorev yaptig1 ayni béliimde 6gretim iiyesi olarak ¢aligi-
yor, Dov ise burada ders veriyor.

Background

The iconic hand-axe is a teardrop- or almond- shaped prehis-
toric stone tool that has been worked from both sides into a
typically and progressively symmetrical form. It’s probably the
most popular tool ever, with a span of over 1.4 million years
of use and found across several continents including Europe,
Asia, Africa and North America.

The stone axe’s abundance and span within the archaeo-
logical record has led to several radical theories explaining its
longevity. One theory proposes that we have a predisposition
for creating this form, not unlike certain avian species’ geneti-
cally preprogrammed ability to create a certain kind (material/
form/size) of nest.

Another interesting theory links this form with our evo-
lutionary aesthetic preferences, devoid of cultural or learned
tainting, i.c., the pleasure we derive from symmetrical forms
has been associated with our understanding that a person with
a symmetrical body is probably healthy, and therefore desir-
able for mating.

Additionally, the existence of oversized or unused hand-ax-
es has fostered the idea that perhaps its purpose was a court-
ship object, boasting an individual’s dexterity, ability to plan
ahead, or to make tools, and generally to be a good provider,
traits increasing the chance of survival. A direct parallel can be
drawn to underlying cues in today’s material culture: extrav-
agant cars, jewelry and accessories or brand names (presum-
ably) signaling an individual’s social and financial standing
and hence, ability to provide.

Some speculation remains as to the hand-axe’s exact use,
but it is generally accepted that the hand-axe was a multi-tool,
i.e., a tool that could be wielded in several manners, and func-
tion in various ways within changing scenarios of utilization.

Though several variations of the teardrop form exist, they
mainly still fall under the same geometric guidelines: a di-
rectional shape with circumscribed sharper edge, two-plane
mirror symmetry, and roughly a size that can be grasped in
one hand. The edge running the perimeter of the hand-axe
allows a choice of edge geometry: deeply arced belly (as in
a skinning knife), shallow arced (as in a kitchen knife), and
point (as in a dagger). These variables along with the stone’s
weight suggest myriad uses.

The hand-axe was, at times, possibly halved with a handle
of sorts, be it a piece of leather wrapping so as to protect the
user’s hand from the stone’s edge or a shaft to gain leverage
and momentum.

Design

The MAN MADE series of works proposes various gripping
and halving possibilities originating more from the stone
hand-axe’s form than from specific utilitarian actions.

Each of the white handle additions spotlights a singular
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Thoughts on tools and design through a series of

contemporary prehistoric hand-axes

use of the tool, absenting all other use possibilities, effectively
transforming the ultimate multi- tool into a specialized tool.
Any multi-tool becomes specialized when frozen at a single
moment in time during its use.

The first stage of the project was one of hastened evolution
and bleeding: flint rocks of desirable size, shape and materi-
al quality were sourced from the Negev desert in southern
Israel, while time was spent improving and understanding the
skill of knapping. Basically this involved the striking of flint
with a softer stone (historically a striking bone or antler was
also used) to create controlled breakage, and chipping away
flint flakes as the impact’s shock wave runs through the stone.
Needless to say this is also where the bleeding comes in...

The flint hand-axes were then three-dimensionally scanned
with the gracious help of Prof. Leore Grosman’s digital lab at
the Hebrew University, Jerusalem’s institute of Archaeology.
The digital hand-axe files then had handles custom-designed
exemplifying various tool uses.

Then, with support from Stratasys the handle files were
printed in Verogray — a performance polymer. The parts were
then prepared and assembled on the original flint hand-axes,
effectively joining the two most temporally distant Making
technologies: flint knappingand 3D printing.

The tools raise a few points for discussion, e.g., handling;
right/left handedness (stone hand-axe number 9), two-handed
grasping as in digging or a pounding motion (stone hand-axe
number 8).

The principal of indirect percussion, an action similar to
a mason hitting a chisel with a hammer and transferring the
force to a stone, was exemplified by the forming of a platform
above the hand grip (stone hand-axe number 7). This indirect
knapping technique is evident and used in prehistoric flint-
tool making for creating more refined and elongated blades.

The use of latching is illustrated in the axe with interchange-
able stone-holding heads (stone hand-axe number 4), where-
in the handle grip pattern loops the latching reference in a
graphic manner as well.

The spear (stone hand-axe number 2) also makes use of cord
latching by extending itself wedge-like into a split piece of
wood. Here, the polymer part serves as a mediator between the
organic and the mineral, a kind of connector that also appears
in the adze (stone hand-axe number 10), a tool probably used
for woodworkingin a chopping-pulling motion. Examples of
halved adzes have been documented in use in contemporary
stone- technology cultures such as in tribes of New Guinea.
Traditionally, the angle between the working stone and han-
dle is both functional and due to the handle making use of a
piece of wood with a branching to which the stone is affixed.
The polymer connector makes morphological homage to this
branching and adds an engineer’s structural rib for strength.
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How was a hand-axe carried? This thought resides in the
clip-on holster (stone hand-axe number 3) along with the no-
tion that if you are already carrying a stone when threatened
by a predator, you will likely throw it at the predator regard-
less of the time invested in making it. Incidentally, there have
been studies carried out trying to evaluate the acrodynamic
effectiveness of the hand-axe as a projectile.

Lastly, the tripod hand-axe display (stone hand-axe number
6) is just that - a courtship object, a means of boasting your
stone tool makingabilities, perhaps getting lucky and passing
those traits on in evolution.

Each of the flint hand-axes used in this project differs from
the other due to the material used and manner in which each
was knapped. The specific character of each stone (size, color,
shape, etc.) was paired with what were deemed the most be-
fitcting handle and setting to yield a “group discussion” on the
archetypical hand-axe.

Product designers Ami Drach (1963-2012) and Dov
Ganchrow established their design studio in 1996. The studio’s
projects include medical product development and design,
furniture and lighting design, museum exhibit design as well
as the more personal and experimental design of objects such
as the ongoing flint tool design project, with this, its latest
MAN MADE hand-axe collection.

Their works have been shown extensively and are in pri-
vate and museum collections. They are both graduates of
the Bezalel Academy of Arts and Design’s Industrial Design
Department (Jerusalem, Israel), where Ami was a Professor
and former department head and Dov continues to lecture.
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Ureticinin 21. yiizyildaki rolii, sadece tasarim meslegi
icinde degil, ayn1 zamanda yaratic endiistriler sektd-
riinde de dikkate deger ve kapsamli bir tartigmanin
merkezinde. Yeni liretim araglarinin ve tekniklerinin
artan sayisi son on yilda 6nemli bir gelisme gosterdi.
Cevrimigi platformlarin bityiimesi, kitle fonlarindan
internete, iireticilerin ¢abalarinin farkli bicimlerde su-
nulmasi, agik kaynakli tasarim projelerinden yeniden
diizenlenmis iiretim deneyimine kadar yeni format-
lar olusturma konusunda artan bir farkindalik ortaya
kondu. Chris Anderson, kitabin1 Makerlar: Yeni Sanayi
Devrimi olarak adlandirdig1 2012 yilindan beri Maker
Hareketi, herkesi etkileme potansiyeline sahip oldugunu
ve yeni teknolojinin y6nlendirdigi tasarim konusunda-
ki tutumumuzu kékten degistirdigini kanitladi. “Ikinci
Makine Cag1” olarak da anilan 4. Sanayi Devrimi-ya da
endiistri 4.0- teknolojinin toplumlar i¢ine gémiilmesinin
yeni yollarini temsil ediyor ve hemen hemen her sektdrii
mumkiin olan her 6l¢ekte aksatma potansiyeline sahip.

Tanik oldugumuz sey su anda Maker hareketinin yi1-
kic1 dogasinin kanit1 olabilir mi? Ureticiler yeni maki-
neler ve dijital araglar denemelerine ihtiya¢ duyarken,
daha genis kitlelerle séylemleri yorumlamak ve yaymak
icin heyecan verici bakis agilarini yansitmak amaciyla
degisim yapicilara, arabuluculara, aktivistlere, yikicila-
ra, kuramcilara, politika yapicilara ve baglayicilara da
ihtiyacimiz var.

Ote yandan, bu yeni ¢ag tasarim topluluklarini bes-
lemek ve makerlarin zorluklarini anlamak, mekanlar,
insanlar, zaman ve baglam arasindaki iliskilere derin-
lemesine bakmak ve bu temel faktdrlerin disiplinlerin
otesindeki ¢agdas kiiltiir anlayisimizi nasil sekillendir-
digini anlamay1 gerektirir. Kiiresel bilgi birikimininasil
yorumlayabilir, terciime edebilir ve yerel baglamda ben-
zersiz bir yaklagim olusturmak icin degerlendirebiliriz?
Zaman ve mekana bakilmaksizin, bir birey olarak, cev-
rimigi platformlari kullanarak kolayca kiiresel bir kuru-
lusun pargasi olabilirsiniz ama ger¢ekten bir grup insani
bir topluluk haline getiren sey nedir? Fab Lab Barcelona
miidiirii Tomas Diez, dijital iretim araglari ve gelecekte-
ki sehir modelleri tizerindeki etkileri tizerine ¢aligiyor.
Aynizamanda Fablab’i diinyanin d6rt bir yanina bagla-
yan dagitilmis bir egitim modeli olan Fab Academy’nin
global koordinatorii. Kiiresel bir platformdan digerine,
Opendesk miisterileri yerel tireticilere baglayarak mo-
bilyalarin yapilma seklini degistiriyor. Londra’daki
Opendesk tasarimcisi Joni Steiner tarafindan ortaklaga
kurularak, talep iizerine inga edilen ofis mobilyalarina
yonelik kolay montaj tasarimlari ile dijital dosyalar1 yerel
tireticilere gondererek, diinya capinda bir yerel maker ag1
araciligiyla diinyanin herhangi bir yerinde yapilabilen

dijital mobilya tasarimlarina ev sahipligi yapiyor.

Kiiresel tasarim topluluklarinin kavramlarini ve ma-
kerlarin degisim etkenleri olarak etkilerini anlamak i¢in,
makerlarin mevcut durumu ve potansiyel gelecegini kii-
resel bir baglayici, bir kiiratdr, bir degisim temsilcisi ve
bir tasarimciile tartigtim. Yaklagimlari, Tiirk sahnesinde
maker hareketinin daha ¢esitli ve kapsayici gelecegii¢in
ilham kaynag olabilir.

Jasper Visser

Degisim temsilcisi olarak roliiniizii nasil tanim-
Iryorsunuz?

JV: Degisim temsilcisi olarak, organizasyonlarin yani
sira tiim endiistrilerin iceriden degistigine inaniyorum.
Degisim temsilcisi, bir danigmandan ya da proje y6ne-
ticisinden -oynadigim rollerden bazilar1 bunlar-, gér-
mek istedigi degisimin kisisel sorumlulugunu iistleni-
yor. Benim durumumda bu, kiiltiirel organizasyonlarin
ihtiya¢ duyduklar: doniisiimleri gerceklestirmelerine
yardimci olurken, ayni zamanda bazi organizasyonla-
ra derinden miidahil olmak, start-up’lar1 ¢aligtirmak
ve tabii ki blogcu olarak doniisiimlere sahsen yatirim
yapmak demek.

Makerlarin miizedeki rolii nedir? Miizelerde ma-
kerlarin misafir edilmesinin 6nemi nedir?

JV: Arkadasim ve meslektasim Don Undeen gegen
y1l Zagrep’te sunlari séyledi: Miizeler makerlar tarafin-
dan yapildi ve makerlar miizeleri 6nemli hale getirdi. Bu
mesaja tam olarak katiliyorum. Miize koleksiyonlarinin
¢ogu, ylizyillar boyunca makerlarin ve sanatgilarin birey-
sel yaraticiliklarinin bir sonucudur ve bu koleksiyonlar:
cagdas makerlara, tamircilere, bilgisayar korsanlarina,
sanatgilara, tasarimcilara ve diger yaraticilara geri gon-
dererek, bu koleksiyonlar ve hikayeleri hala giincel tu-
tabilir. Makerlarin miizelerde yer almasinin bir yolu da
onlara misafirlik programlari araciligiyla ev sahipligi
yapmak.

Kiiresel toplulukla birlikte yaratmak i¢in kullan-
diginiz temel degerler / stratejiler nelerdir?

JV: Kiiresel bir toplulukla yaratmak ... Bu gergekten
zor bir ig! Ama bu giinlerde sormak i¢in de tam dogru
olan soru. Daha 6nce hi¢ olmadigi kadar dijital baglant:
ve hareketlilikteki gelismeler sayesinde herhangi bir top-
luluk kiiresel bir topluluk haline gelebiliyor. Diinyadaki
tiim kiitiiphanelerde yaptigimiz gibi, topluluklar ile kii-
resel yaratim siiregleri iireten ¢ok insan tanimiyorum.
Stratejiler ¢ok cesitli ve kiiresel 6lgekte caligmak icin es-
nek, kapsayici ve alcakgdniillii olmak gerekiyor. Kiiresel
tasarim projesinin degerleri, diger bakis acilari hakkinda
keskin bir merak ve farkliinsanlarin farkli fikirlere sahip

Jasper Visser&
Joni Steiner&
Tomas Diez&

olabilecegi aciklik ve anlayis olmali. Yaptigimiz her islem
-ister kiiresel ister yerel olsun- her zaman benzersizdir ve
zorluklara ve miisteriye 6zel olarak hazirlanir, ancak bu
degerler ve temel prensipler her zaman gegerlidir.

Joni Steiner

Opendesk maker’1, tasarimciyi ve kullaniciyr nasil
baglar?

JS: Opendesk platformu, makerlar, tasarimclar ve kul-
lanicilar: iig tarafli bir pazar olarak birlestirmeyi amaghi-
yor. Bu, insa edilmesi oldukga biiyiik bir is. Bu nedenle,
suanda kullaniciy: (miigteri - yerel olarak yaptirilan mo-
bilya satin almak isteyen biri) bir zzaker ile birlestirmeye
odaklandik. Bir yerel usta, bir CNC makinesi yani sira
geleneksel agac isleme aletleri igceren bir atélye ile bir
marangoz... Ayni zamanda tasarimcilar ile ayn1 anda,
daha ‘cevrimdigr’ bir kapasitede ¢aligiyoruz. Bunu bu
sekilde yapmamizin birka¢ nedeni var.

Oncelikle, platform fikrinden bile 6nce ilk Opendesk
icin bir tasarim yaptik ve diinyanin dért bir yanindaki
sehirlerdeki insanlardan talep gordiik. Béylece miiste-
rilerimiz/kullanicilarimiz ve bir tasarim ile makerlar
icin hazirdik. Yerel maker agin1 olusturmak i¢in biraz
zaman harcadik ve bireylerden ve yeni sirketlerden bi-
yiik uluslararasi sirketlere kadar ¢ok sayida ilging miiste-
rimiz oldu. Buyiizden yeni tasarimlar ya da tasarimcilar
ekleyerek makerlara odaklandik. Artik saglam (ve hala
biiyiiyen) bir tiretici agimiz var, yeni ve gelismekte olan
tasarimcilarin yeni tasarimlarina odaklanabiliyoruz ve
amacimiz bu yil bu yénde ilerlemek.

Kiiresel bir toplum yaratirken yerele saygi duyan
Opendesk’in temel degerleri neler?

JS: Opendesk’in bir platform olarak, deger odakli bir
diinya i¢in inga edilen yeni bir mobilya sirketi olarak
faaliyet gdstermeyi umdugunu belirten bir misyonumuz
var. Biz, bagimsiz tasarimcilar ve makerlardan olugan bir
agin, insanlarin ihtiya¢ duyduklar yerlerde iyi mobilya
iiretebilmelerini saglayan bir platform olmak istiyoruz.
Yani yerel maker i¢in kiiresel bir platform olusturmak
istiyoruz. ‘Fabrikalar yerine insan yiizleri’ ile bunun in-
sanlar icin gerceklestirilebilir bir hale gelmesini istiyoruz
ve misyonumuz diinyanin en adil ve dagitilmig tedarik
zincirini inga etmek. Birlikte ¢aligtigimiz seyleri tasar-
lama ve yapma seklimizden baslayarak daha saglikli bir
kolektif gelecek inga etmek i¢in birlikte ¢aligmaya inani-
yoruz. Ben olabildigince a¢ik olmanin 6nemli oldugunu
diisiiniiyorum. Biz ‘varsayilan olarak acik’ oldugumuzu
soylityoruz. Ayni zamanda dogmatik ya da ¢ok kuralci
olmaktan kaginmak i¢in herkesin fikirlerini dinlemek
gerektigini séyliiyoruz.

Yeni donem tasarim topluluklarina makerlar olarak
sizin bakis aciniz nedir? Maker hareketinin yikici ya-
piciligi hakkinda ne diisiiniiyorsunuz? Makerligin bu
potansiyeline sahip oldugunu diisiiniiyor musunuz?

JS: Kisa cevap... Evet! Yapma, bir¢ok seyi bozma potan-
siyeline sahiptir. Eger bir zihniyet olarak diisiiniiliirse, bir
sorunla baga ¢itkmanin yolu, konuya ne olursa olsun merak
ve sistem tasarimi getirmektir. “Bu simdi nasil ¢aligiyor,
neden insanlara ve gezegene fayda saglayan daha akilli,
daha iyi bir sekilde yapilmiyor?”

Dijital olarak giiglendirilmis maker (maker hareketi
dedigimiz zaman bu mu demek oluyor?) bir doniigtiirii-
cii konumunda. Kiiciik ¢ocuklar kodlamay1, hareketlen-
dirmeyi, hesaplamay1, kesmeyi, hacklemeyi 6greniyorlar.
YouTube artik diinyanin 6gretmeni ve diinyanin ansiklo-
pedisi Vikipedi, birinci siniftaki 6grencilerden biiyiikanne
ve biiyilikbabalara kadar herkes hakkinda ¢ok sey 6grene-
biliyor. Bu yapici, doniistiiriicii!

Tomas Diez

Tasarim ge¢misiniz, uygulamanizi kiiresel bir bag-
layici olarak nasil etkiledi?

TD: Ben bir kentsel tasarimciyim. Caracas -
Venezuela’daki Simon Bolivar Universitesinde Kentsel
Planlama ve Sosyoloji béliimiinde okudum. Yerel iiretim
yoluyla asagidan yukariya siiregleri aktive etmenin yolla-
rin1 bulmaya calisiyorum. Bu yollar; bizle sehir arasindaki
iligkiyi degistirebilecek olan siiregler. 20-25 yilda belki de
dijital kesintilerin ¢aligma seklimizi nasil déniistiirdiigii-
nii, bilginin dijitallestirilmesinden baglayarak sehirde
hemen hemen her seyi nasil oynadigini gérmek oldukga
ilging. Simdi gérdiiklerimiz, kentlerde iiretimin yeniden
yerellesmesi ile dijital iiretim, muhtemelen lojistik iizerin-
den, insanlar arasindaki iligkileri de dramatik bir sekilde
doniistiirecek. Bu; neredeyse imkansiz olan bu géreve bas-
lamama ve bunun gergeklesmesi i¢in kiiresel ag ile calig-
mamu tetikleyen gey.

Yerele sayg1 duyarak kiiresel bir topluluk yaratil-
masinin temel degerleri nedir? Kiiresel bir toplulugu
olusturan nedir?

TD: Topluluk terimi bugiinlerde belirsiz bir sekilde
kullaniliyor. Bir grup insan her zaman bir topluluk olus-
turmaz. Bir topluluk, ortak bir amag ve hirs paylasan, bunu
gerceklestirmek i¢in birlikte ¢calisan bir grup bireydir. 2007
yilinda Fablab Barcelona’y1 agtigimizda bir topluluk yoktu,
neredeyse hi¢bir sey yoktu. Son on yilda, bu ag1 kiiresel bir
harekete déniistiirdiik. $imdi 1300’den fazla Fablab’imiz
var. Barselona’da bu toplulugun en azindan birbirlerini
tanimalari ve projeleri, kisileri paylagsmalari i¢in araglar
olusturduk. Fakat Fablab agin1 bir topluluk haline getiren

Daniel Charny

sey, programlari, araglari ve degerler kiimesini paylagma-
muzdir. Ayrica, ¢evrimici ve ¢evrimdisi olarak bir araya
geliyoruz (yilda en az bir kez). Su anda Daniel Charny
gibi organizasyonlara bagl kii¢iik bir grubuz. Bir grup
insan da Danimarka Tasarim Merkezi, Royal College of
Art, Cin’deki Shenzhen Agik Inovasyon Laboratuvari ve
benzeri gibi FabCity projesine katkida bulunuyor. Ancak
nihai amacimiz, yerel iiretim ve igbirligine dayali yeni bir
dijital ekonomiye olanak saglamak i¢in aktif olarak calisan
vatandaglar ve komsulara sahip oldugumuz bir topluluk
olarak kenttir, ki bu hedefi ger¢eklestirmemize sadece
birkag yil kald:.

Bir aragtirmaci olarak, ayni zamanda egitim, tasa-
rim ve dijital iiretim arasindaki bir baglayic1 gibi de
calisiyorsunuz. ‘Maker hareketi’ son on yilda nasil
degisti? Gelecekte nasil bir degisim gecirecegini dii-
siiniiyorsunuz?

TD: Tarihe bakarsaniz, endiistri; sanat ve tasarimi dra-
matik bir sekilde degistirdi. Ornegin Bauhaus, toplum ve
endiistri arasindaki modern iligkiyi tanimladi. Uriinler
bir sekilde toplum ve endiistri arasindaki arayiizler ola-
rak caligtilar, insanlari bir dizi degerle birlestirdiler, ayn1
zamanda bir dizi ekonomik kural araciligiyla da birbirle-
rine bagladilar. Endiistriyel sanayilesme i¢in tasarim veya
‘Estetik tirlinler icin tasarim’ iglemiyor. Papanek’in de be-
lirttigi gibi endiistriyel tasarimcilar gezegendeki en tehli-
keli tiirlerden biri. Dijital iretim araglarinin yayilmasi ve
gelisen teknolojilerin potansiyeliile, bu yeni toplum ve yeni
endiistri arasinda bir tiir toplumsal s6zlesme yaratmak icin
her seyiyeniden diisiinmeye basladigimizi diisliniiyorum.

Daniel Charny

Maker hareketinin bugiinkii haline baktigimizda,
cagdas tasarim kiiltiiriinde yerinizi nasil tanimliyor-
sunuz?

DC: Benim ana ilgim makerliktan makinge yani yapma-
ya gegmek. Maker Hareketinin ilging olan kism1 bu terim,
bu fikir, insanlari ve fikirleri bir araya getirmek i¢in ¢ok
yararli oldu, yaratilan momentum ve tartismalar, hareketi
pekistirdi. 2011’de V& A’de kiiratorliigiinii yaptigim ser-
ginin ismi Power of Making (Yapmanin Giicii) idi, Power
of Makers (Makerlarin Giicii) degil. Amag, insanlari teg-
vik ederek giiclendirmek, yapmanin bilgisini kutlamakti.
Eger ileride bu doneme ‘Making Hareketi’ diyebilirsek ¢ok
mulu olurum.

Ote yandan, insanlar kiirator terimini yorum yapmak
ve pozisyon almak i¢in kullaniyor. ‘Degisim makerla-
rrnin arasindan ‘algi ddniistiirenler’i ayirabiliriz; olan
biteni okuyan, neyin nereye dogru evrildigini anlayan
ve buna gore alternatif bir gelecek yaratmaya ¢alisanlar.

Spekiilatif tasarim ya da spekiilatif diigiince de denebilir
buna. Kiiratorler, degisim makerlari olarak durumun git-
tigi yonii degistirenler olarak diisiiniilebilir. Kiiratérliigiin
bu boliimii ki ben de bu alana ait olduguma inaniyorum,
“Su anda bu oluyor” demenin yani sira “Peki bu gelecegi-
mizin daha biiyiik bir parcasi olsaydi ne olurdu” demek.
Bunun da 6tesinde, bu yénde bir pozisyon almak. Mesela
sadece gozlem ve analiz degil, sentezlemek.

Yeni dénem tasarim topluluklarindaki ‘makerlarin
temsilciligi’ konusunda ne diigiinityorsunuz?

DC: Dijital makerligin geleneksel makerliga iki sekilde
etkisi oldu. Dijital araciligiyla zanaatkarin kullaniciyla
tekrar iligki kurarak esik bekeiligi yapabilmesini saglad..
Dijitalin bu anlamda makerliga biiyiik bir katkis1 oldu. Bir
baska yoniiyle de farkli topluluklar: bir araya getirdi; bu-
nun bedeliyse malzemeyle ilgili bilgi ve yapmanin kendisi-
ne verilen deger azald1. Insanlarin ayni tecriibe seviyesinde
olmamasi ve aletlerle olan asinaliginin farkliligi bu alani
etkiledi. Ekranla caligmaya devam ederken tiretimin ken-
disinin uzak bir yerlerde yapiliyor olmasi malzemeyle olan
iligkiyi degistirdi. Bugiin malzemeyle olan iligkiyi tekrar
yaratmaya ¢alisiyoruz. Bir seyi yaparken o 6zel alanda ol-
maniz bambagka bir tatmin yaratiyor; gercekten sihirli
bir siireg. Maker ya da hacker mekanlarinda oldugunuzda
insanlarin yaptiklariyla tekrar iligki kurduklarin, tecrii-
belerini déniistiirdiiklerini ve bu tecriibenin potansiyeliyle
olan iliskilerini gormek ilham verici. Bu mekanlar bu yiiz-
den ¢ok 6nemli. Dijital yliziinden cinsiyet, egitim, finans
ve teknik bariyerler kalkti.

Kiiresel aglar ve tasarim topluluklari yaratmak i¢in
calisan From Now On’un 6ziindeki degerler ve strate-
jiler nedir?

DC: Oncelikle, ‘ihtiyaglar’la ilgileniyoruz. Gozlemleme,
dinleme, analiz etme ve sonrasinda da stratejik yonelimleri
ornekleyecek bir seyler yapmaya ¢calistyoruz. Yaklagimimiz:
‘once ihtiyag, hizli 6rnekleme.” From Now On’un merke-
zinde ihtiyaglar1 anlamak ve stratejiyi tam olarak kavra-
madan bir seyleri deneyerek 6grenme var. Ornegin maker
mekanini model olarak alarak Istanbul’da ya da Kuzey
Karolina’da ya da Kyoto’da maker mekan1 agmak ama-
cimiz degil. Yerel ihtiyaglarla bag kurarak yerel amaglara
uyan bir teklif tireterek buradan ¢ikan bir is modeli ti-
retmek 6nemli. ‘Amag’ ve ‘ihtiya¢’a uymasi 6nemli. Bu da
From Now On’un nasil isledigini gosteriyor. Deneysellik
icin ara¢ ve formatlar yaratarak insanlarin paylastiklari
degerleri, ilgi alanlarini ve amaglari kesfetmelerini sagli-
yoruz. Bunu yapabilmek i¢in de aktif olarak disiplinlerin
Stesine gegen bir yaratici diigiince biitiinii arayisindayiz.
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Makers as agents of the new age
global design communities in
contemporary design scene

The role of the maker in the 21* century is at the centre of
the considerable and extensive debate, not only within the
design profession but also in the creative industries sector.
The number and range of new manufacturing tools and tech-
niques have increased dramatically over the last decade, and
the growth of online platforms has demonstrated a growing
awareness of the new formats for (re)presenting the efforts
of makers, ranging from the crowdfunding to the internet
of things, from open-source design projects to distributed
manufacturing experience. Since Chris Anderson named
his book as Makers: The New Industrial Revolution in 2012,
the Maker Movement proved that has the potential to affect
everyone, radically altering our attitudes towards design,
driven by new technology. Also referred as Second Machine
Age, the 4™ Industrial Revolution —or industry 4.0 represents
new ways in which technology becomes embedded within
societies and it is already disrupting almost every industry
in every possible scale.

What we witness can be the evidence of the disruptive na-
ture of the Maker movement at the moment? While we need
makers to experiment with new machines and digital tools,
we also need change makers, mediators, activists, disruptors,
theorists, policymakers, and connectors in order to reflect
excitinginsights on discourse, interpret and disseminate the
outcomes with the wider audience.

On the other hand, nurturing these new age design com-
munities and understand the challenges of makers’ requires
an in-depth look at the relationships between spaces, peo-
ple, time, and context, and how these fundamental factors
shape our understanding of contemporary culture beyond
disciplines. How can we interpret the global ‘know-how’,
translate it, and add value to create a unique approach to
local context? Regardless of time and space, as an individual,
you can easily become a part of a global organisation using
online platforms but what really makes a group of people
a community? Tomas Diez, director of Fab Lab Barcelona,
works on digital fabrication tools and its implications on the
future cities models. He is also Fab Academy global coordi-
nator, which is a distributed educational model connecting
Fablabs all around the world. From one global platform to
another, Opendesk is changing the way furniture is made,
by connecting customers to local makers. Co-founded by
designer Joni Steiner, Opendesk in London hosts digital
furniture designs that can be made anywhere in the world
through a global network of local makers by sending out
digital files to local makers with easy-assembly designs for
office furniture built on demand.

To understand the notions of global design communities

and the impact of makers as agents of change, I've discussed
the current state and the potential future of the maker move-
ment with a global connector, a curator, a change agent and
a designer with a hope that their approach may inspire for
more diverse and inclusive future of maker movement in
Turkish scene.

Jasper Visser

How do you describe your role as a change agent?

JV: As change agent, T help organizations, as well as entire
industries, change from the inside. More than a consultant
or a project manager -roles I also play- I feel a change agent
takes personal responsibility for the change s/he wants to
see. In my case this means that while I help cultural orga-
nizations go through much-needed transformations, I am
also personally invested in their transformation, for instance
by being deeply involved in some organizations, running
start-ups and of course my role as blogger.

What is the role of the makers in museums, why do you
think ‘maker-in-residence’ in museums matter?

JV: As my friend and colleague, Don Undeen, said last
year in Zagreb: Museums are made by makers, and makers
make museums matter. I fully subscribe to this message.
Most museum collections are the result of the individual
creativity of makers and artists over the centuries, and by re-
turning these collections to contemporary makers, tinkerers,
hackers, artists, designers, and other creatives, these collec-
tions and their stories can remain relevant. One way to keep
makers involved in museums is by giving them residencies.

What are the core values/ strategies do you use in order
to create with global community?

JV: Creating with a global community... That is a really
diflicult challenge! But this is just the right question to ask
nowadays. More than ever before, any community is becom-
ing a global community thanks to developments in digital
connectivity and mobility. I do not know of a lot of people
other than us who do global creation processes with com-
munities, such as we do with all libraries in the world. The
strategies are very diverse and need to be flexible, inclusive,
and humble in order to work on a global scale. The values
of a global design project should be an acute curiosity about
other points of view, and the openness and understanding
that different people may have very different ideas. Every
process we do -be it global or local- is always unique and
tailor made to the challenges and client, but these values
and underlying principles always apply.

Joni Steiner

How Opendesk connects maker, designer, and user?

JS: The Opendesk platform aims to connect Makers,
Designers and Users as a three-sided marketplace. That’s
quite a big task to build, so for now we have focussed on
connecting the user (client - someone who would like to buy
furniture by having it made locally) with a maker; a local
craftsperson, a carpenter with a workshop that includes a cnc
machine as well as traditional woodworking tools. We're also
working with designers at the same time, just in a more ‘off-
line’ capacity. There’s a few reasons we're doing it in this way:

Firstly, we had a design for the first (open)desk before
we even had the idea for the platform -and we got demand
from people in cities around the world- so having got clients
/ users and with one design ready to go, we needed makers
next! We've spent some time building the network of lo-
cal makers and have had a lot of interesting clients - from
individuals and startups to major international companies
- so we focussed on makers ahead of adding new designs or
designers. Now we have a solid (and still growing) network
of makers, we can shift some focus to new designs from new
and emerging designers, and that’s what we’re planning to
do this year.

What are the core values of ‘Opendesk’ in order
to create global community yet respecting the local?

JS: We have a mission statement that outlines that as a
platform, Opendesk is hoping to operate as a new kind of
furniture company — one built for a values-driven world.
We want to be a platform that empowers a network of inde-
pendent designers and makers to create beautiful furniture
local to where people need it to build a global platform for
local making. We hope to make it viable for people to “re-
place factories with faces”, and our mission is to build the
world’s most equitable and distributed supply chain. We
believe in working together to build a healthier collective
future, starting with the way we design and make the things
we consume. I think it’s important to be as open as possible
-we say that we are ‘default-open™ but also to listen to every-
one’s opinions - to avoid being dogmatic or too prescriptive.

What is your point of view about ‘makers as agents’ in
new age design communities? What do you think about
disruptiveness of maker movement? Do you think ‘mak-
ing’ has the potential for disruption?

JS: I think that the short answer is... YES! Making has
the potential to disrupt many things - if it’s considered a
mindset, a way of approaching a challenge, by bringing
curiosity and system-design to whatever the subject is. A

mindset of “how does this work now, why is it not being done
in a smarter, better way that benefits people and planet?”
(and usually harnessing the power of ‘open’ technologies).

Digitally-powered making (is this what we mean when we
say The Maker Movement?) has been transformative, with
young children learning to code, animate, calculate, hack.
YouTube is now the world’s teacher and Wikipedia the world’s
encyclopacdia - with everyone from first-graders to grandpar-
ents able to learn pretty much anything. That’s disruptive!

Tomas Diez

How your background in design affected your practice
as a global connector?

TD: Iam an urban designer. I studied in Urban Planning
and Sociology by the University Simon Bolivar in Caracas
— Venezuela. I try to find ways to activate bottom-up pro-
cesses through local production they can actually change the
relationship between us and city also between as and others.
What is interesting that to see maybe 20-25 years how digital
disruptions are transforming the way we work, play and do
almost everything in the city starting from the digitalisation
of information. What we see now is digital fabrication with
re-localisation of the production in the cities we will see proba-
bly a dramatic transformation on logistics, on the relationship
between people. That’s really what triggers me on starting this
nearly impossible mission and start to work with the global
network in order to make that happen.

What is the core values of creating global community
yet respecting the local? What makes a global community
for you?

TD: The term of community nowadays use vaguely. A
group of people is not necessarily is a community. A com-
munity is a group of individuals who share a common goal,
ambition and work together to make it happen. When we
opened the Fablab Barcelona in 2007 there was no community,
there was almost nothing. During the last ten years, we have
helped to grow that network into a global movement. We have
now maybe 1300 fab labs more or less. Here in Barcelona, we
have created the tools for this community to at least recognise
each other and use it more to share projects and contacts. But
what makes the Fablab network a community is a fact that we
share programmes, set of tools and set of values. We also gather
together cither online and offline (at least once a year). Right
now we are a small group of individuals who are connected to
organisations like Daniel Charny for example. Group of peo-
ple contributes the FabCity project also from Danish Design
Center, Royal College of Art, Shenzhen Open Innovation

Lab in China and so on. But the ultimate aim is the city as a
community which we have a few years away from having the
citizens or neighbours working actively for enabling a new
digital economy based on local production and collaboration.

As a researcher, you also work as a connector between
education, design and digital fabrication. How has ‘maker
movement’ changed in ten years? And how do you think it
will change in future?

TD: If you look back in history, the industry changed art
and design dramatically. Bauhaus, for example, defined the
modern relationship between society and industry. Products
somehow worked as interfaces between society and industry,
connected the people through a set of values but also through a
set of economic rules. ‘Design for industrialisation’ or ‘Design
for aesthetic products’ is not working. As Papanck says indus-
trial designers are one of the most dangerous species on the
planet. With the spread of digital fabrication tools and the
potential of the emerging technologies, I believe that we have
started to rethink everything in order to create some sort of
social contract between this new society and the new industry.

Daniel Charny

When you think about the current state of ‘Maker
Movement’, how do you describe your position as a curator
in contemporary design culture?

DC: My biggest interest is changing the topic from ‘Maker’
to ‘Making’. However, what is interesting about Maker
Movement is that ‘the term’ or ‘the idea’ has been really use-
ful for bringing people and ideas together by creating a mo-
mentum and point of discussion to move this along. The title
of the exhibition, the one I curated at the V&A in 2011, was
Power of Making not ‘Power of Makers’. It was about empow-
ering people to make again and celebrating the knowledge of
making. If we get to call this era in the future the ‘Making
Movement’, I would be much happier.

On the other hand, people use the term of the curator to
comment and take a position nowadays. Relatively, in terms
of ‘change makers’, I believe we should split that to ‘perception
shifters’ which can be reading what is going on, understanding
where things are heading and trying to create an alternative
future. It is like speculative design or speculative thinking. The
curators are the change makers who changes the direction of
where things are heading. That part of curating - I think the
one that I am part of - is not just saying “this is happening
now” but it also saying “what if this was a bigger part of our
future”. More than that, it is taking a position towards it. It is
not just observation and analysis, it is synthesis.

What is your point of view about ‘makers as agents’ in
new age design communities?

DC: The impact of digital making on traditional makers
has gone in two ways. Digital has given back to craftsperson
the role of gatekeeper so they can connect again with the user.
The digital really shifted that for makers. The other aspect
is that it merged lots of different communities but at a price
that the knowledge of materiality and making itself has been
reduced. Because people don’t have the same levels of experi-
ences and same confidence with tools. And they are working
very much with the screen but the most of the manufacturing
process happens far away. Today, we are trying to regain the
relationship with the materials. When you are making it is
so satisfying that you are that special zone and it is kind of
magic. And being at the maker spaces or hacker spaces wher-
ever people make, they get in touch with the experience itself
and they regain the relationship with this potential. There isa
really important role of these places. However there is a prob-
lem because of the digital, there has been gender, educational,
financial and technical barrier.

What are the core values/ strategies of From Now On in
order to create global networks and design communities?

DC: First of all, we are interested in ‘needs’. So observing,
listening, analysing and then doing something which will pro-
totype strategic directions. So ‘need first, prototyping fast.
Because I think understanding needs but also trying things
out before you fully understand the strategy is where From
Now On lives. What we trying to understand is what is their
purpose. For example, it is not taking the model of a maker
space and open a maker space in Istanbul or in North Carolina
or in Kyoto, but you need to connect to ‘alocal need” and build
a proposition that will fit with the local purposes and the busi-
ness-model should come out of that. Because it has to fit the
‘need” and the ‘purpose’. This reflects From Now On’s work.
We create tools and formats for experimentation that enables
people to discover shared values, shared interests, and shared
purpose. In order to do that, we actively look for a continuum
of creative thinking beyond disciplines.
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MICHAL SIMON, ALTERNATIVE FACTS

Su siralar 6grencilere ders verdigim Kudiisteki Bezalel
Sanat ve Tasarim Akademisinin Endiistriyel Tasarim
Boélimii’nden' mezun olali yirmi beg yildan fazla oldu.
Degisen bir¢ok sey oldu tabii ki: Bugiin boliimiin adinin
gecerliligini bile sorguluyoruz, en azindan ‘endiistriyel’
kismini. Universitelerle birlikte diinya da endiistriyi
destekleyen tasarimcilar iiretmekten biitiinciil tasarim
diisiincesine sahip ve bunu hayatta nerede ve nasil uygu-
layacagi konusunda kendi kararlarini vermeye muktedir
tasarimcilar tiretmeye dogru doniisiim gegirdi.

Bazelel 1906’da bir zanaat okulu olarak kuruldu. Bil-
gisayar ekrani kargisinda gegecek bazi olasi gelecek ka-
riyerlerine ragmen, bu uygulama agirlikli temel biitiin
6grencilerin 6grenimleri boyunca malzemelerle ve tek-
nolojiyle tanigik olmalarini bugiin hala ytirekten des-
tekliyor. Buyakinlik cogu zaman, ‘objelerle konusmayr’
6grendikleri bir siire¢ olan gergekten bir seyler ‘yapmak-
la’ agilaniyor — sadece bicimle degil, ayn1 zamanda me-
kanda kapladiklar1 hacim, doku, agirlik, koku, 6ykii ve
anlamla da.

Yakin zamanda Endiistriyel Tasarim dérdiincii sinif
6grencileri i¢in yeni bir stiidyo dersi olusturma firsati
yakaladik. Ogrenimin bu ileri agamasi, beceri kazanmus,
bu becerileri gelistirme ve s6yleyecek bir seyleri olan ta-
sarimcilar ve bireyler olarak kimliklerini ortaya koyma
stirecinde olan 6grencilere olanak sagliyor. ‘Kelimeler’e
sahipler, simdi de ‘ciimleler’ hatta ‘demegler’ ortaya ko-
yabiliyorlar!

Secilen stiidyo konusu Sisterne Miidahaleydi — esa-
sen etrafimizdaki diinyay1 gézlemlemeye, onu sistemler
(elementler arasinda kurulu iligkileri olan elementler)
olarak anlamaya ve bir ‘yabanci konumundan’ bir mii-
dahale etme yolu bulmaya bir ¢agri. S6z konusu ‘yaban-
c1 konumu’ burada bir sistemi icerden degistirmekten
ziyade, eyleme ¢agiran bosluklar ve ériintiiler bulan bir
ruh hali olarak énemliydi. Bu, 1980’lerde New York’ta
grafiti sanatcilarinin metro sistemini renkli metro treni
tuvallerini sehrin mahallelerindeki binlerce izleyiciye
ulagtiran bir sistem olarak gérmelerine ve bir yandan da
bélgesel varliklarini genisletmelerine benziyor.

Dersin 6devlerine bir de ilave kosul eklenmisti: Miida-
halenin 3B baski: kullanilarak yapilmasi gerekiyordu. Bu-
nun ardindaki ayrica sorgulanmasi gereken mantik, hem
miidahale baglaminda 3B baskinin teknik avantajlari,
hem de ilgili dijital topluluklarla baglantili tavirdi. 3B
baski, fiziksel korsanlik (hacking) diinyasinin yiikselen
bir 6gesi, ve bunun sebebi FAB Lab’in dijital kodunu ta-
mir etmesindeki kokleri ve kontrolsiiz 6zerk ruhu degil.

Pratik diizeyde 3B bask: hizli, kisisellestirilmis ve
karmasik miidahalelere ve megsru sistem pargalarini
marifetli bir sekilde taklit edebilmeye izin veriyor ve

atalarimizin avlanma hileleri tarzlarindan ¢ok da uzak
olmayan bir sekilde gergeklesiyor. Genellikle ‘tek taban-
ca’ bireyler tarafindan baglatilsa da, fiziksel sistemlerin
hacklenmesi zaman zaman bir taban 6rgiitlenmesi ve
taban hareketi kazaniyor ve burada da dijital ortam glo-
bal dosya transferi ve yerinde iiretime olanak sagliyor.
Biyolojik bir viriisiin farkli kitalara sigramasi icin ulus-
lararasi bir hava tagimaciligi sisteminde kullanilmasini
diisliniin mesela.

Bu alandaki ¢ita; 2012 yilinda Golan Levin ve Shawn
Sims’in Amerika Birlesik Devletlerinde Free Universal
Construction Kit’i (Ucretsiz Evrensel Insaat Seti — FUCK)?
piyasaya siirmeleriyle yiikselmisti. Golan ve Shawn’in ta-
sarladiklari aslinda bir dizi ‘yap1 bloklarr’ydi - bir gocuk
oyuncak ingaat setinin parcasi. Bu yap1 bloklarini 6zel
kilan sey, Lego, Tinkertoy, Fischertechnik gibi birbirine
uymayan ¢ocuk oyuncak ingaat paralar1 arasinda “kop-
rii” gérevi gérmeleriydi. Her bir blogun, cesitli “kapali”
ingaat sistemleri ile arabirim kurabilen bir¢ok farkl fi-
ziksel geometrisi vardi. Bu sekilde ¢cocuklar ellerindeki
farkli oyuncak ingaat parcalarini eszamanli olarak di-
ledikleri gibi karistirabiliyor ve yaratabiliyor, béylece
herhangi bir sistemle birlikte gelen o kurumsal pranga-
lara takilmiyorlardi. S6z konusu “képriileme” bloklari,
bilgisayara indirilebilen ve kisisel kullanim i¢in evde
print edilebilen iicretsiz dijital dosyalar olarak ortaya
cikmigti. Hukuki agidan bakarsak, eger kimse bu blok-
lardan kar elde etmiyorsa ve kisisel kullanim iginlerse,
o halde bu eylem patent veya marka haklarinin ihlalini
de teskil etmiyor, boylece kurumsallagmig temellerin de
altin1 kaziyordu.

Etrafimiz sistemler tarafindan kugatilmig bir sekilde
yastyoruz, kimi dogal, kimi insan diriinii, kimisi daya-
tilmaig; bazilari sosyal ve faydaci, bazilari sanal, bazilari
ise fiziksel. Bu mantik cercevesinde etrafiniza baktikga,
higbirinin diger bir sisteme veya digerine —hatta cogu
zaman birden fazlasina— ait olmayacak sekilde ayr1 tu-
tulamayacagini fark ediyorsunuz.

Hackleme terimi —veya bilgisayar sistemlerinde kotii
niyetli bir eylemi takiben yetkisiz erisim elde etmek-
son birkag¢ yildir, yani “bilgisayar ¢ag”indan beri, ilin-
tili oldugumuz bir sey. Gergekte bizler, hacklemek i¢cin
bilgisayarlarimiz olmasindan ¢ok 6ncesinden beri sis-
temleri hackliyorduk. Atalarimizin tarimicin taragalar
inga etmeleri, antik sehirlere su tagimak veya ulagim i¢in
nehirlerin ve akintilarin yoniinii degistirmeleri, av ko-
pekleri iiretmelerinin hepsi cografi, genetik ve biyosferik
ekosistemlere miidahaledir.

Bu dersten ¢ok sayida ilging 6grenci projesi ¢ikt1: ele
alinan konular arasinda oral duyular, arkeoloji, bakim,
sepet 6rme, giysi tamiri, 151k bilimi, ofis kagitlar1 ve ig

mekan aydinlatmasi vardi. Bazi 6grenciler bakiglariniige
déndiirmeyi tercih ederek, 3B baski siirecinin kendisine
de miidahale ettiler.

Kendi sagini kesmenin kisitlamalarindan mustarip
Itamar Frachtenberg, berberine yol gésteren ve béylece
ihtiya¢ duyulan beceri derecesini azaltan kisisellestiril-
mis bir diizenek (mekanik eyleme yardimci olan fiziki
bir aparat) tasarladi. Siireg, kisinin kafasinin bir aletle
taranmast ile bagliyor, daha sonra algoritma kisinin kafa
sekli ve istenilen sa¢ modeli tizerinden diizenegi olustu-
ruyor, diizenek de 3B baski ile print edilip kullaniliyor.

Alternative Facts (Alternatif Gergekler) Michal Si-
mon’un kilden ¢émlek rekonstriiksiyonlar: serisinde
arkeolojik baglam icerisinde inceleniyor. Michal, antik
bir ¢dmlek kiriginin ii¢ boyutlu taranmasi ile baglayarak,
¢omlegin seklini tamamlayabilmek i¢in olasi1 alternatif-
ler aragtirdi. Es merkezli ¢dmlekgi ¢arkini ve kiiltiirel
atiflar1 yok saymak, her biri ¢atlagin geometrisine ve
¢omlegin kimligine uyum saglayabilen dijital ¢caga ait
matematiksel sekiller 6nermesinde onu 6zgiir kildi.

Netta Shanwald, ¢esitli FDM (Filament Deposition
Modeling) 3B yazicilarin yarattig: destek yapilarindan
biiyiilenmisti. FDM, kontrollii bir silikon tabancasi gibi
calisan, istenen obje olusana kadar malzemeyi tabaka
tabaka eritip uzatan bir yapigkan iiretim teknolojisi.
‘Negatif alanlarr’ olan sekiller, print edilebilmelerini
destekleyen bir askilamaya ihtiya¢ duyarlar. Bu destek
yapi, yazilim s6z konusu sekli diinya yer¢ekiminin yiikii
altinda print edilemez olarak varsaydiginda otomatik
olarak olusturuluyor. Ayakta duran bir T harfi print
etmeye c¢alistiginizi hayal edin. Dikey kisim kolaylik-
la print edilecektir ama askilama olmazsa yatay kisim
onu durduracak bir sey olmadan dogrudan yere (print
yatagina) diisecektir.

Neta bedenini taradi, onu mekan igerisinde dogrult-
tu ve hangi destek yapilarinin olusturulabilecegini or-
taya koymak i¢in bedenini printer yazilimindan gegir-
di. Daha sonra bedenini print dosyasindan ¢ikard: ve
PolyJet 3B print teknolojisine (az 6nce konugtugumuz
destek yapilar1 yerine bir jel destegin kullanildig1) geg-
ti. Sonuglar, bir yazicinin algoritmasi ile olusturulmus
ve gercek diinyada yerlestirildiklerinde onun bedeninin
sekline tekabiil eden ve insan eti ve teknolojinin rahatsiz
edici bir bulugsmasina dogru giden fiziksel yapilar.

Yiikselen her teknolojide oldugu gibi 3B baskinin ka-
rakteri de hala sekil aliyor ve hala onun kullanimlarini
ve olas1 sonuglarini planlamaya ¢alisiyoruz.

Ders, Stratasys® tarafindan desteklenmektedir.

1. www.bezalel.ac.il/en/
2. fifff.at.free-universal-construction-kit/

3. www.stratasys.com/

PROJECT BY ITAMAR FRACHTENBERG

It has been over twenty five years since I graduated from the
Industrial Design Department at the Bezalel Academy of Arts
and Design' in Jerusalem, where I teach today.

Much has changed of course: today we even question the
validity of the department’s name, or at least the “Industrial”
part of it. The world transformed along with universities from
outputting design professionals who would support industry
to outputting critical individuals armed with holistic design
thinking and capable of making their own choice of how and
where to apply it in life.

Bezalel was founded in 1906 as a crafts school. This hands-
on foundation would carry through to this very day in the way
all students are acquainted with materials and technologies
during their studies, regardless of some of their possible future
careers in front of computer screens. This intimacy is often
instilled through actually making things, a process by which
they learn to ‘speak objects’'— not only form, but volume in
space, touch, weight, smell, narrative and meaning.

Recently an opportunity arose to create a new studio course
topic for fourth year Bachelor’s degree Industrial Design stu-
dents. This later stage of studies affords students who have
gained skills, are in the process of refining these skills and
establishing their identity as designers and as individuals with
something to say. They have the ‘words’, now they can put
together ‘sentences’ or even ‘statements’!

The studio topic chosen was System Intervention —basi-
cally a call to observe the world around us, understand it as
systems (elements with established relationships between the
clements), and find a way to intervene and from an ‘outsiders
position’. The ‘outsiders’ position” was important here as a state
of mind, not altering a system from within, but rather find-
ing the loopholes or patterns that beckon action. This, simi-
lar to the way grafhiti artists in New York City in the 1980’
understood the subway system as one that could transport
their colorful subway car canvases to thousands of viewers in
that city’s boroughs, while at the same time expanding their
territorial presence.

An additional constraint was added to the course’s assign-
ment: The intervention should be done using 3D printing.
The rationale, which should also be questioned, is both the
technical advantages of 3D printing within an intervening
context, coupled with the attitude linked to the correspond-
ing digital communities. 3D printing is an upcoming player
in the world of physical hacking, not the least because of its
rooting in tinkering FAB Lab’s digital code and an unsuper-
vised autonomous spirit.

On the practical level 3D printing allows for immediate,
customized and complex interventions, and the ability to
cunningly mimic legitimate system parts and materialize in
amanner not so different from our ancestors” hunting decoys.

Though often initiated by ‘lone-wolf” individuals, the hacking

A nature of intervention

PROJECT BY NETTA SHANWALD

of physical systems sometimes gains a grassroots following or
movement and here too the digital environment allows for
global file-transfer and on-site fabrication. For example, think
of a biological virus'utilization of the international aircraft
carrier system to spring up in different continents.

The bar was set in this realm in 2012 by Golan Levin and
Shawn Sims in the USA when they released the Free Universal
Construction Kit* (FUCK). What Golan and Shawn designed
was essentially an array of ‘building blocks™ — part of a chil-
dren’s construction toy. What was special about these build-
ing blocks was that they acted as ‘bridges’ between incom-
patible children’s construction toys such as Lego, Tinkertoy,
Fischertechnik, etc. Each block had several different physical
geometries that could interface with various “closed” construc-
tion systems. In this way children could freely mix and build
simultaneously with all the different construction toys they
have, thereby bypassing the corporate shackles that come with
any one system. Their ‘bridging’ blocks were released as free
digital files that could be downloaded and printed at home for
personal use. Legally speaking, if no one made a profit from
the blocks, and they were for private use, then the action did
not constitute an infringement on patents and copyrights, thus
tunneling right under these corporate fortifications.

We live surrounded by systems, some natural, others man-
made, even imposed; others are social or utilitarian, some are
virtual and others physical. The more you look around you
with this frame of mind, the more you realize that nothing
can be singled out as not belonging to one system or another
— or several systems at once as is usually the case.

The term hacking —or gaining unauthorized access often
followed by malicious action in computer systems— is one we
associate with the last few decades, i.e., ‘the computer age’.
In reality we have been hacking systems long before we had
computers to hack: Our ancestors constructing terraces for
agriculture, shifting rivers and streams to water ancient cities
or for transport, breeding hunting dogs, are all interventions
in geologic, genetic and biospheric ecosystems.

Several interesting student projects emerged from the
course: Subjects tackled included oral senses, archacology,
grooming, basket weaving, garment mending, optics, office
paper and indoor lighting. Some students chose to turn their
gaze inward, intervening in the process of 3D printing itself.

Itamar Frachtenberg, aggravated by the limitations of cut-
ting his own hair, designed a customized jig (physical fixture
that aids in a mechanical action) that guides his hair trimmer
thereby alleviating the degree of skill involved. The process
begins with a scan of the individual’s head, then an algorithm
constructs the jig structure based on the particular skull shape
and desired hairdo, and the jig is then 3D printed and used.

Alternative Facts are explored within the archacological
context in Michal Simon’s series of clay vessel reconstructions.

Dov Ganchrow

Beginning with a 3D scan of an actual ancient pottery shard,
Michal explored possible alternatives to the complete vessel’s
form. Ignoring the concentric potter wheel and circumstan-
tial cultural references freed her to propose digital-age math-
ematical forms that all conform to the shards’ geometry and
vessel identity.

Netta Shanwald was fascinated by the support structures
created by various FDM (Filament Deposition Modeling) 3D
printers’ software. FDM is an additive manufacturing technol-
ogy that works like a controlled glue gun, melting and extrud-
ing material layer upon layer until the desired object has been
realized. Forms with ‘negative spaces’ will need a scaffolding to
support their printing. This support structure is automatically
generated when the software deems a form unable to be print-
ed under the burden of earth gravity. Think of trying to print
the letter "T” in its standing position: the vertical line will print
with ease, but with no scaffolding the horizontal line would
simply drop to earth (the print bed) with nothing to stop it.

Netta scanned her body, orientated it in space and then ran
it through the printer software to establish what support struc-
tures would be generated. She then removed her body from
the print file and switched to PolyJet 3D printing technology
(where a gel support is used instead of the previously discussed
support structures). The results are physical structures, gener-
ated by a printer’s algorithm, that when repositioned in the real
world correspond to her body’s form and make for an uneasy
meeting of flesh and technology.

Aswith any emerging technology, 3D printing’s character is
still taking form, and we are still mapping out its applications
and implications.

The course was supported by Stratasys’.

1. www.bezalel.ac.il/en/
2. fffff.at.free-universal-construction-kit/

3. www.stratasys.com/
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Atélyemde yaparak tasarliyorum, tasarlayarak iiretiyo-
rum. Universitelerde diizenli olarak bu konuya odak-
lanmuig dersler ve ¢alistaylar veriyorum. 2006’da hayal-
bilin’i kurdum. hayalbilim yenilikgi iiretim yoéntemleri
ve malzemeler tizerinden hayaletme-gelistirme (Ha-Ge)
konularina odaklanmig bir tasarim, mimarlik ve sanat
laboratuvari. 1999 yilinda Istanbul Teknik Universitesi
Mimarlik Béliimii’nden eski yapilar ve detay asig1 ola-
rak, mezun oldum. Uretim bigimleri ve malzemeye
duydugum ilgiyle 2004 yilinda basladigi ITU Endiistri
Uriinleri Tasarim1 Boliimii'ndeki yiiksek lisans egitimini
endiistriyel tasarim kigisellestirilmesi konusu ve dolmus
alan aragtirmam ile tamamladim. 2005 yilindan beri
bagta Istanbul Teknik Universitesi, Bilgi Universitesi ve
Kadir Has Universitesi olmak iizere bir ¢ok iiniversitede,
dersler vermekte ve proje stiidyosu koordine etmekteyim.
Elektro-mekanik heykellerle ve metal ddvme konularin-
da atdlye ¢aligmalar1 yapiyorum.

Uzun siiredir ¢aligmalarimda deneyimlemeye ¢alig-
tigim farkli malzeme seriivenlerini, 2005 yilindan beri
tiniversitelerin tasarim fakiiltelerinde verdigim egitim-
lere de tagimaya galigmaktayim. Ogrenci arkadaslarimin
malzemeyle dogrudan ¢alisarak kendilerine ait 6zel hati-
ralar biriktirmelerini ok nemsiyorum. Ureten insanin,
diinya iizerindeki en eski uygarliklarin bile karsilagtigi,
malzeme ile bag baga kalma, malzemeden 6grenme dene-
yiminin meslek pratigine katkis: kugkusuz ki ¢ok degerli.
Yeni teknolojilerle paralel olarak eski ustil bir malzeme
kiltiirii/deneyimi tohumlarini ekmeye ¢aligmaktayim.

Yaklasik 20 senedir eski tiretim yontemlerinin ¢agdas
yorumlari iizerine denemeler yapmaktayim. Bu malzeme
deneyleri esnasinda, sicak ya da soguk metal (paslanmaz,
demir, bakir) déverek sekillendirme ve ahgap igleme, ba-

sit mekanizmalara odaklanmaktayim. Caligmalarimin
dusiinsel bir zemin tizerine yerlesmesine, basit ve net
olmasina 6nem veriyorum. Kristalize olmaya baglayan
dugiince bulutlarinin farkli malzemelerle yogusmasina
izin verip, deneyler yaparak tasarima ¢ogunlukla etra-
fimdaki malzemeler ile devam ederim. Bazen derin dii-
stinsel iligki aglar1 ve 6rtitk anlamlar, tiretim teknikleri
tizerinden s6z sdylemeye ¢alisir. Uzun bir siiredir izerin-
de calistigim I¢ Sesler mekanik heykel serisinde de sera-
mik tretimle birlikte mekanizmalar, ahsap oyma, dévme
aliminyum levhalari birlikte kullanmaktayim. Bu farkli
malzeme birliktelikleri uygulamada siire olarak igimi
oldukga uzatsa da, fikrin uygulanmasi esnasinda mal-
zemenin ve liretim yonteminin de anlatinin bir parcasi
olmasi benim i¢in ¢ok 6nemli. Bir siiredir sahne sanatla-
rina yonelik tasarimlar olusturuyorum. Devam etmekte
olan ve siirec icinde, sahnenin kendisini de sorgulamaya
basladigim Mekanik Etek isimli ¢alisgmada, ayibimizi
orten giysi mekanizma ile ters doniiyor. Kafamizi 6rten
kimliksizlestiren bir araca doniistiirityor. $Simdi bu gibi
arayuzlerle sokag1 sahnelestirmeyi amaclayan kaldirim
mithendisligi adinda bir ders tizerinde ¢aligtyorum.
2012 yilinda Lahey’de sergilenen Commun-itchy
(2012, elektro-mekanik heykel yerlestirme) ise cok kisi-
sel bir ihtiyacin kamusal alanda kargilanmasi i¢in gesit-
li yiiksekliklerde duvara asilmis kasima islevini yapan
mekanik bir koldan olusmaktadir. Oniine gelen kulla-
nicilarin hareketini algilayan kol bireyle iletisime geger.
Kaginma kisisel ve dogalbir eylemdir. Fakat bu durum
bir tek kisiyi kasinan 6zneyiilgilendirirken, ¢ogunlukla
ikinci bir kisiyi kasiyani da i¢ine alarak bir iletisim alani
kurar. Ténnies (1887) toplum yapisini, ¢ikar iligkileri
etrafinda olusanlar ve tesadiifi kargilagmalar olarak iki

gruba ayirir. Kagima eylemi bu noktada tamamen tek
tarafli bir ¢ikar iligkisi izerine kurulu gibi goziikse de,
sirtimizi yaslayacagimiz savunmasizca kendimizi tes-
lim edecegimiz bir eylem i¢in toplumsal bir giiven alan1
olusmasi beklenmez mi?

Past now future, (2010 elektro-mekanik heykel yerles-
tirme.) verilerin ige yaramaz hale geldigi ve hizli iiretim
ve titkketim siireci ile birlikte yagadig1 rotay1 yansitir. Bir
nokta vuruglu yazici ve kagit parcalayici kardesligi olan
cihaza gevrim igi veri gonderen bir bilgisayar bagldir.
Bu bilgisayar diizenli olarak izleyicinin tanimli e-postaya
gonderdigi kamusal mektubunu ve sosyal medyada belir-
li anahtar kelimelerle yollanmig génderileri yaziciya gén-
derir. Ciktinin pargalayiciya dogru ilerlerken izleyicinin
verileri okumasi i¢in iki ya da ti¢ dakika zamani vardur.
Sonrasinda igerik degismekte sekil degistirmektedir.
Pargalanmuis verilerin karigiklig1, ayn1 zamanda igeri-
gi titkketen ve atan giiniimiiz insan beyninin bir modeli
olabilir mi?

Bazi projelerde tasarim problemi gibi atélyenin ken-
disi de (organizma yapisi, iiretim kabiliyetleri vs.) deney
slirecinin pargasi olur. Yapabilirliklerini sorgular/sorgu-
latir. Miat, piyano taburesi (2012) de 6yle bir projedir.
Eskinden beri yiikseklik ayar1 cabuk eskiyen piyano san-
dalyeleri igin yeni bir tasarim yapmak istiyordum. ITU
MIAM’dan (Miizikte Ileri Arastirmalar Merkezi) gelen
istek, bu konuda ¢aligmamiza imkan tanidi. Yiikseklik
ayar mekanizmasi olarak eski matbaa ve yag ¢cikarma
islemlerinde kullanilan tarihi pres, kare yivli vida ve ge-
virme kolu olarak biiyiik bir d6kiim vana volani kullanil-
mugtir. Adetli kiime {iretim ve montaj kismini at6lyede
gerceklestirdigim kapsamli bir proje olarak farkli bir
deneyim katmuigtir.

INNERVOICES
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I design through making and produce through designing. I
regularly lecture and conduct workshops at universities on
these fields. I established hayalbilim in 2006. A design, ar-
chitecture, and art lab that focuses on imagining and devel-
opment (I & D), hayalbilim embraces innovative production
methods and materials. Graduated from the Department of
Architecture at Istanbul Technical University (ITU) in 1999,
I fell in love with old structures and detail drawing. In 2004,
my interest on different ways of production, and materials led
me to attend the Department of Industrial Product Design
at ITU, where I received my master’s degree with a focus on
customization of industrial design and the field research he
conducted on dolmus. Aside ITU, Kadir Has and Bilgi, I give
lectures at various universities since 2005, and coordinate a
project studio, conducting workshops on electro-mechanical
sculpturing and blacksmithing,

In my lectures that I have been giving since 2005 at univer-
sities’ design faculties, I try to share my long-term adventure of
working with different materials. For me, it is quite important
that students collect the memories of their own by working
directly with the material. Producer’s personal interaction
with the material, and the process of learning through the
material - an experience that even the world’s oldest civiliza-
tions have encountered - make an undisputed contribution
to vocational practice.

Thanks to the ever-developing technology, having 3D print-
ers at home is becomingas ordinary as buying home applianc-
es. On the other hand, vocations and production techniques
based on handicrafts such as copper working, basketry, and
coffer making are about to fade away. Artisan products are
being replaced by their cheap but relatively durable plastic/
aluminum copies. The new generation’s interaction with the
material/production is gradually decreasing. While the mem-
bers of this generation have a rudimentary knowledge of the
materials, they are also easy quitters and hesitant to experi-
mentation. Their ability to experience new things is limited

INNERVOICES
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with the 4-inch-screen in their hands. They are the partners of
an indirect expression, which is not experienced in person but
exist through the representation of other people’s memories.

Since 2006, I have been makingarchaic productions using
traditional materials and exploring the contemporary inter-
pretations of traditional methods at my studio. During these
experimentations with the material, I focus on shaping, wood
crafting, and simple mechanics by forging hot and cold met-
al (stainless, iron, copper). I place importance on placing my
works on an intellectual ground. I experiment with the crys-
tallizing thoughts and different materials, and continue the
design process through mostly using the materials available
nearby. In some cases, my works attempt to convey a message
through extensive networks of intellectual relationship, tacit
meanings, and production techniques. j; sesler, a mechani-
cal sculpture series I have been working on for quite a while,
brings together ceramic production alongside mechanics,
woodcarving, and forged aluminum plate. Although appli-
cation of different materials extended the time period, it cre-
ated new opportunities for overcoming problems pertaining
to abrasion and fragility.

For a while now, I have been producing designs intended for
performing arts. My ongoing work is mekanik etek, through
which I question the stage itself. In this work, the cloth, which
is designed to cover our defects, is turned upside down by
means of a mechanics so as to cover our head, and is simulta-
neously transformed into a tool of disidentification. Exhibited
in The Hague (the Netherlands), Commun-itchy aims to meet
a personal need in the public sphere. The work comprises of
mechanical hands, which are hung on the walls of different
heights, and perform the function of scratching. Perceiving
the bodily movements of users standing in front of them, the
hands interact with the individuals. Itching is natural and
personal, as it only concerns the person who has an itch. Yet,
this situation establishes a communication in most of the cas-
es by including a second person - the one who scratches. For
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[Ferdinand] Ténnies (1887), the social structure composes
of two forms of interactions: interactions based on self-in-
terest, and the accidental interactions. Although scratching
is seemingly based on self-interest, is it possible to expect the
emergence of a social sphere founded on trust, since we will
lean on and surrender ourselves?

Past now future, (2010 electro-mechanical sculpture instal-
lation) reflects on the route in which the data is made useless,
and coexists with the fast consumption and production pro-
cess. Bringing together a dot-matrix printer and a paper shred-
der, the device is connected to a computer that disseminates
online data. This computer regularly prints the public letters
e-mailed by the audience, and the posts shared on social media
by using certain keywords. As the printout is on its way to the
paper shredder, the audience has only two or three minutes to
read the content. Afterwards, the media changes. Can the mess
of the shredded data be a representation of human brain, which
casts aside the content after consumingit? It has a slowdown/
shutoff mechanism in order to halve the paper use.

Similar to the question of design, the studio itself (structure
of organization, production abilities et cetera) becomes a part
of the experimentation process in some projects, and explores
the extent of ability. Miar (2012), a piano bench, is a project
of this sort. For along time, I was hoping to produce a design
for piano benches, whose height adjustment quickly breaks
down. ITU MIAM’s (Center for Advanced Studies in Music)
proposal created an opportunity for us to work on this. The
mechanism comprises of the historical press, which is utilized
in traditional printing press and oil extraction processes, the
square threaded screw, and a big cast-iron flywheel valve that
is used as the crank handle. As a comprehensive project, whose
batch production and assemblage stages have taken place with-
in the studio, it has provided us with an unusual experience.
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Uriin ve tekstil tasarimi
Product and textile design

Kege, ahsap, seramik, dokuma, trikotaj atélyeleri,
Lazer kesim, torna, dokuma tezgahlari
Felt, wood, ceramic, weaving, laser cut, turning machine

www.atlasharran.com

Mezopotamya birikim ve estetigini bugiine bir {iriin ve
tekstil koleksiyonu ile terciime eden bir tasarim koleksi-
yonu olan atlas, Harran’da yasayan kadinlar ve Suriyeli
miilteci kadinlarin tiretimin merkezinde aktif yer alarak
ekonomik ézgiirlitklerini kazanmalarini destekleyen bir
modele oturuyor.

Dilek Oztiirk ve Bilgen Coskun kiiratérliigiinde gelis-
tirilen atlas, global tasarim tartismasini sosyal farkinda-
lik ve siirdiiriilebilir tasarim ekonomisi ile entegre etmeyi
amagliyor. Proje, Harran Kaymakami Omer Faruk Celik
onderliginde yonetiliyor ve ILO’nun (International La-
bor Organization) destegi ile hayata gegiyor.

Harran ve Mezopotamya kiiltiirii etrafindaki gegmisi
8.000 yila dayanan ¢ok katmanli medeniyetler projenin
ana referanslari olarak ele alndi. Bu medeniyetler tarih
boyunca; giinlitkk yasam riitiiellerinin yarattig1 sosyal
etkilesimler ile mimarlik, astronomi, matematik, geo-
metri ve inang sistemlerine olan katkilari ile biliniyorlar.

Siireg

atlas tasarim koleksiyonu; farkli alanlardaki profesyo-
nelleri giindem a¢mak ve proje gercevesini kolektif bir
sekilde olusturmak icin bir araya getiren demokratik bir
yaklasim tizerine kuruldu. Bu sebeple proje siirecine aktif
katki saglamak i¢in akademisyenler, arkeoloji alanindan
uzmanlar ve yaratici alanlardaki girisimcilerden oluglan
bir komisyon olusturuldu.

Proje kapsaminda Asli Smith, Baris Giin, Begiim Cana
Ozgiir, Doganberk Erdemir, Sule Kog, Oykii Ozgencil ve
Yesim Eroktem’in dahil oldugu iiriin ve tekstil tasarim-
cilarindan olusan bir grup belirlendi. Kiiratoryel ve tasa-
rim ekibi Harran saha ziyaretleri ve arastirma siiregleri

ile baglayarak Eyliil 2017 - Mart 2018 tarihleri arasinda
birlikte ¢alist1. Kiiratoryel ekip, 6ncelikle bir aragtirma
stirecinden gecerek projenin tasarim degerlerini belirle-
diler ve buna gére de tasarim ve tiretim kriterleri ¢ikar-
dilar. Bunu takiben siire; tasarim ve iiretim toplantilari,
juriler ve sunumlar ile devam etti.

Projenin metodolojisi tarihi ve kiiltiirel referanslari,
bugiine hitap eden ¢agdas bir tasarim diline terciime
edecek bir know-how olusturmak tizerine kuruldu.

Konsept

atlas’in ¢ikis noktasi ¢aglar bounca sekillenmis Me-
zopotamya kiiltiirii, estetigi ve 6gretilerinden benzersiz
referanslar almaya dayaniyor.

in-between kiiratorliigiinde gelisen koleksiyon, bu 6g-
retileri referans alip cagdas yasam konseptlerine entegre
olabilecek bir iiriin grubuna terciime etti. atlas, global
tasarim sahnesi ve tasarima farkli girdiler veren bir cog-
rafya arasinda; ev ve duvar tekstili, masaiistii ve aksesuar
uriinleri tizerinden ile bir diyalog kurmayi hedefliyor.

Sosyal sorumluluk

Projenin sosyal yonii; Urfa’da yasayan yerel ve miilte-
ci kadinlarin; Harran’da yer alan atdlyelerde tiretimin
merkezinde aktif yer alarak ekonomik ézgiirlitklerini
kazanmalarini destekleyen bir modele oturuyor. Kadin-
larin satiglar tizerinden gelir elde etmesini siirdiiriilebilir
kilmak amaciyla, koleksiyonda yer alan tiim driinlerin
bu atdlyelerde iiretilebilir nitelik ve yalinlikta olmasi
ve ayn zamanda giincel tiiketici aligkanliklarina hitap
edebiliyor olmasi proje gelistirme siirecinde esas alindi.

atlas is a design collection translating Mesopotamian
knowledge and aesthetics to our times with a product and
textile line and supporting the local and refugee women
living in Harran to generate their economic independence
by being at the core of the production process.

Within the curatorship of Dilek Oztiirk and Bilgen
Coskun, atlas aims to integrate global design discussion
with social aspects as well as sustainable design econo-
my. Project is directed by the leadership of Omer Faruk
Celik, District Governor of Harran and supported by
ILO. (International Labor Organization)

Multi-layered civilizations around Harran and
Mesopotamian culture dating back to 8.000 years were
taken as main references in this project. These civilizations
are known for their contribution in the fields of architec-
ture, astronomy, mathematics, geometry and belief sys-
tems with their sophisticated societal interactions created

through daily life rituals.

Process

atlas design collection is developed with a democratic ap-
proach bringinga diverse group of professionals together
to open discussions and set the project framework collec-
tively. This is the reason that a commission was put togeth-
er including academics and other professionals from the
fields of design, archacology and creative entreprencurship.

In the scope of the project, a group of product and
textile designers were selected; Asli Smith, Barig Giin,
Begiim Cana Ozgiir, Doganberk Erdemir, Sule Kog, Oykﬁ
Ozgencil and Yesim Eroktem. The curatorial and design
team worked on the project between September 2017 and
March 2018, starting with the site visits and research in
Harran. The curators went through a research process
and defined the design values and accordingly the design
and production criteria. Following this, the process was
evolved with design and production meetings, juries and
presentations.

The methodology is based on generating a knowhow
to translate the historical and cultural references to a con-
temporary design language addressing the ways of urban
living styles of our times.

Concept of the collection

The standing point of atlas collection is based on taking
unique references from the so-phisticated culture, aesthet-
ic and knowledge of Mesopotamia shaped along ages.

In the curatorship of in-between, the collection is trans-
lated into a product line, which can be integrated to a
contemporary living concept. The collection aims to create
a dialogue between the global design scene and a region
serving various design references with a line consisting of
home and wall textile, tableware, stationery and accesso-
ries design products.

Social aspect of the collection

The social responsibility aspect of the project was built
on a model supporting the local and refugee women living
in Urfa to generate their economic independence by being
at the core of the production process in the workshops
built in Harran and Urfa. These women will make their
living with being involved in the sales revenues. In order
to make this sustainable, one of the main criteria in de-
veloping this project was that the whole collection to be
produced in these particular workshops and address the
current design consumption habits.
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Tasarim
Design

3D yazic1, CNC, lazer kesici, sanal gerceklik, ahsap isleme aletleri,

tekstil ekipmanlari, elektronik kitler, vinil kesici
3D printer, CNG, laser cutter, VR, wood processing tools,
textile equipments, electronic kits, vinyl cutter

atolye.io

Disiplinlerétesi bir inovasyon platformu olan ATOLYE’
nin stratejik tasarim stiidyosu ve yaratici platformdan
olusan 6zgiin yapisi, farkli 6lceklerde tasarim projeleri-
nin ortaya ¢ikmasina zemin hazirliyor. ATOLYE, ger-
ceklestirdigi tiim proje, etkinlik ve programlarda her
zaman “insan”1 odagina aliyor ve uzun vadeli deger ya-
ratmay1 hedefliyor.

Organizasyon ve Ogrenme Tasarimi, Servis Tasarimi,
Dijital Tasarim, Mekansal Tasarim ve Iletisim Tasarimi
gibi farkli alanlarda ve 6l¢eklerde projeler tasarlayan ve
hayata gegciren stiidyomuz, biitiin bu siiregleri yaratici
platformun destegi ile gerceklestiriyor. Yaratici plat-
formun merkezinde yer alan disiplinlerarasi komiini-
te, ATOLYE’nin gergeklestirdigi projelerde farkli roller
iistleniyor. MIT Fablab kiiresel agina dahil olan, fiziksel
ve dijital tiretimin bulustugu Prototipleme Lab farkli
6lgeklerde iiretimlere, egitimlere ve programlara ev sa-
hipligi yaparken, projelerin prototipleme ve test etme sii-
reglerinde ve komiinitemizin tasarim ve tiretim ihtiyaci
konusunda 6nemli bir rol oynuyor. Projeler kapsaminda
gerceklestirilen workshop’lar, tasarim odakli diisiinme
egitimleri i¢cin siirdiiriilebilir materyallerin hazirlan-
masi, mekénsal tasarim projelerinde yapilan maketler,
iriin-servis-sistem tasarim projeleri i¢in yapilan farkli
6lgeklerdeki prototip ¢aligmalar: ve bazi projeler igin
ekipman destegi, yine Prototipleme Lab ve icerisinde
bulunan gesitli ekipmanlarin yardimiyla gergeklesiyor.
Prototipleme Lab’de ayrica komiinitemize verdigimiz
tasarim ve iiretim danigmanlik destegi ile, projelerinin
gelisiminde 6nemli bir rol oynuyoruz. Tasarim, tekno-
loji, girisimcilik ve yaraticilik alaninda diizenledigimiz
ve ev sahipligi yaptigimiz etkinliklerle, bakis agimizi

ve yaklasimimizi genis kitlelere aktariyoruz. Verdigi-
miz egitimlerde, kisilerin yaratici diisiince bi¢imlerini
benimsemesi ve inovatif siirelere adapte olmalarini he-
defliyoruz ATOLYE de diizenledigimiz etkinlik serileri
ve programlarda farkli kitlelerden kisiler birbirleriyle
etkilesime giriyor.

Prototipleme Lab’de hayata ge¢irdigimiz egitimler ise
hedef kitleye gére 6zel olarak tasarlaniyor. Diizenledi-
gimiz giinliik 101 egitimleri ile baglangi¢ asamasindaki
amatodr liretimcileri ve tasarimci adaylarini desteklerken,
daha kapsamli ve uzun siireli egitimlerde ise orta sevi-
yedeki kullanicilar ile iretimin bir¢ok farkli agamasini
deneyimliyor ve ¢iktilar elde ediyoruz.

Diizenledigimiz etkinlik serilerinden Hacking Every-
day Objects ise, giinlitk hayatta kullandigimiz objeleri ha-
ckleme iizerine kurguladigimiz bir etkinlikti. Katilimci-
lar 1 aya yayilmus, toplamda 12 saat siiren ¢caligmada 6nce
tiretim teknolojilerini, kod yazmayi ve temel elektronik
devre olusturmayi 6grendi, sonrasinda kendi segtikleri
objeleri etkinlik kapsaminda 6grendikleri bilgileri kul-
lanarak hack’leyip dijitallestirerek aligkin oldugumuz
islevlerinden bagka bir hale getirdiler.

Diizenli olarak gergeklestirdigimiz workshop’lar ha-
ricinde, 6grencilere ve tasarimcilara yonelik farkl: ice-
rik ve nitelikte programlar da gelistiriyoruz. 2017 yili
Eylil - Aralik aylar1 arasinda tretim yapmak isteyen
Sgrencilere Pazartesi giinleri kapilarini iicretsiz olarak
actigimiz Open Mondays programuile, fikirlerini hayata
gecirmek ve projelerinde somut ¢iktilar elde etmek iste-
yen tiim 6grencileri agirladik. Universite 6grencilerine
6zel olarak hayata gecirdigimiz bu ilk programda bir-
cok 6grenciye licretsiz ekipman ve mentorlitk sagladik.

2017 y1l1 sonunda hayata gecirdigimiz Designer-in-Re-
sidence programinda ise, bu sefer, tasarimcilarin farkl
malzemeler ve yontemler ile yenilik¢i tasarimlar hayata
gecirmesi icin gerekli fiziksel ortami sagliyor ve onlar1
farkli noktalarda destekliyoruz. Programa segilen kisi-
lere Prototipleme Lab’e ve icerisindeki ekipmanlara s1-
nirs1z erigim, mentorlitk ve iletisim konularinda destek
sagliyoruz. Program siiresince gesitli {iretimler ve proto-
tipler yapan tasarimcilar, programin sonunda iiriinlerini
ATOLYE de sergileme imkanina sahip oluyorlar.

Designer-in-Residence programinin ilk konugu tasa-
rimc1 Bilge Nur Saltik, siingerin bir malzeme olarak po-
tansiyelini ortaya ¢ikarmak i¢in yeni teknik ve dokular
tiretti. Siingerin sabun, ahgap ve re¢ine gibi farkli mad-
delerle etkilesimi, ve akustik panel ve koku dispanseri
alanlarinda nasil kullanilabilecegi iizerine ¢aligmalar
yapti. Tim bu caligmalar sonrasinda, tasarim stirecini
ve yaptig1 isleri mini bir sergi ile katilimcilarla paylagti.

Designer-in-Residence programinin ikinci fazinda
ise, ATOLYE’nin iiyesi oldugu European Creative Hubs
Network kapsaminda tanistigimiz Fablab Lisboa ile bir
is birligi yapiyoruz. Fablab Lisboa ile ortak yiiriitiilecek
programda, mantar malzemesini diinya pazarlarina tagi-
yan Amorim, malzeme konusunda programin sponsoru
olacak. Secilen tasarimci mantar malzemesini kullana-
rak, mantarin farkli kullanim alanlarini kesfedecek ve
iki aylik program boyunca iiretimlerini yapmaya devam
edecek. Ikinci Designer-in-Residence programi kapsa-
minda segilen tasarimci rezidans programina Mayis
ayinda baglayacak.

A transdisciplinary innovation platform, ATOLYE’s unique
structure coupling a strategic design studio and a creative hub
prepares a ground for the development of design projects of
various scales. ATOLYE’s projects, events and programs em-
brace a human-centered approach and aims to create a long-
term value.

With the support of the creative hub, our studio designs
and conducts projects across different fields and scales such as
Organization and Learning Design, Service Design, Digital
Design, Spatial Design, and Communication Design. Situated
at the heart of the creative hub, our interdisciplinary commu-
nity assumes various roles in ATOLYE’s projects. A member
of MIT Fab Lab global network, our Prototyping Lab brings
together physical and digital production and hosts produc-
tions, trainings and programs across different fields and scales.
It plays a prominent role in the prototyping and testing pro-
cesses of the projects as well as responding to the design and
production needs of the community. Besides cooperating with
the Prototyping Lab and using various equipment available,
the workshops conducted within the scope of the projects
take place with the help of the materials prepared during the
trainings on design-oriented thinking, the models produced
as part of the spatial design projects, the prototyping works of
different scales intended for product-service-system projects
and equipment support. In Prototyping Lab, we play a prom-
inent role in the development of the projects by means of the
design and production consultancy provided. The events we
organize and host in the fields of design, technology, entrepre-
neurship and creativity enables us to convey our perspective
and approach to a broader audience. In our trainings, we aim
to encourage individuals to embrace creative thinking, and

People with different backgrounds interact with each other
in our event series and programs taking place at ATOLYE.
The trainings we organized at Prototyping Lab are tailored
in line with the needs of the target audience. We support am-
ateur producers and future designers through our daily 101
workshops, while we co-experience different stages of the pro-
duction process and produce outputs with our mid-level expe-
rienced users in more comprehensive and long-term trainings.
Our recently finalized event series, Hacking Everyday
Objects, is built on the act of hacking objects that are used on
a daily basis. During a twelve-hour study over the span of a
month, the selected participants became acquainted with the
production technologies, coding, and building a basic elec-
tronic circuits. Then, they hacked and digitized an object of
their choice and re-functioned it into an unaccustomed form.
Aside from our regular workshops, we also develop pro-
grams that have various contents and qualities intended for
designers and students. Within the scope of Opern Mondays
program, students who want to produce works, materialize
their ideas and obtain tangible outputs from their projects
were welcomed at ATOLYE for free on Mondays between
September and December 2017. Through our Designer-in-
Residence program launched at the end of 2017, we not only
provide the designers with an enabling physical environment
to realize innovative designs by using different materials
and methods, but also support them from different angles.
Participants selected to this program are given unlimited ac-
cess to Prototyping Lab and the equipment within, alongside
mentorship and communication support. They also attain the
chance of exhibiting their works produced during the course
of the program.
The first guest of the Designer-in-Residence program, Bilge
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Nur Saltik, produced new techniques and textures in order to
unleash the potential of foam as a material. While exploring
how foam interacts with other substances such as soap, wood
and resin, she also investigated how it can be used in acousti-
cal panel and scent dispensary areas. Through an exhibition
organized following her studies, Saltik shared the details of
the design process with the participants and presented the
works she produced within this scope.

In the second edition of the Designer-in-Residence program,
we are cooperating with Fablab Lisboa, a partnering organiza-
tion in European Creative Hubs Network of which ATOLYE
is also a member. In this program that will take place in co-
operation with Fablab Lisboa, the materials will be sponsored
by Amorim, which introduced “cork” to the global market.
By using “cork” as a material and exploring variations in its
use, the selected designer will produce works throughout the
two-month program. The second edition of the Designer-in-
Residence program’s call for applications has opened in March,
and the selected designer will start his/her residency in May.



_
Benay Gursoy

unlimited 56

Pensilvanya
State College, USA

Hesaplamali tasarimda yapma ve malzeme, dijital iiretim

arag ve teknolojileri, sekil caligmalari, temel tasarim egitimi

Computational making, material computation, digital fabrication,

shape studies, basic design education

3 boyutlu yazicilar (plastik ve kil ), lazer kesim makinesi, 3 aksli CNC freze makinesi,
endiistriyel robot, vakum sekillendirme makinesi, elektronik 6rgii makinesi, Arduino

3D printers (clay and plastic), laser cutters, 3-axis CNC milling machine, industrial

robot, vacuum forming machine, electronic knitting machine, Arduino

stuckeman.psu.edu/faculty/benay-gursoy-toykoc

2016 yilinda Istanbul Teknik Universitesi Mimari
Tasarimda Bilisim Programirnda doktora ¢alismami
tamamladim. Doktora tezimde fiziksel iiretim ve yap-
ma eyleminin biitlinlesik ¢agdas tasarim pratiklerinin
bir bileseni haline geldigi ve bu pratikleri bi¢im aray:-
sinin Stesine tagtyan bir kavramsal ¢erceve 6nerdim ve
yapma eyleminin tasarima dahil oldugu durumlarin sa-
yisal tasarim diisiince ve pratiklerine entegrasyonunu
aragtirdim.

Suanda Penn State Universitesi Mimarlik Béliimii’nde
Yardimci Dogent olarak ¢aligiyorum. 2014 yilindan bu
yana, 6nce Istanbul Bilgi Universitesinde, daha sonra da
Penn State Universitesinde ‘Malzeme ve iiretim yontem-
lerini haklemek’ baglikli segmeli bir ders veriyorum. Bu
derste 6grenciler birlikte soru sorup, arastirip, 6greniyor
ve birbirlerini cesaretlendirip bilgilendiriyorlar. Simdiye
kadar ders ekibi kendi kage makinesini ve 3D kil yazici-
lariniinga etti, bilgisayarda olusturulan desenleri 6rmek
icin eski bir elektronik 6rgii makinesini hackledi, termal

yazicilari selfie yazdirmak i¢in kullandi, eski DVD siirii-
ciilerini 3 eksenli CNC kalemli ¢iziciye doniistirdii. Her
6grenci ders siirecinde, lehim yapmaktan kod yazmaya,
projelerin ¢esitli alanlarinda gérev alip birlikte iiretiyor.

Ayni zamanda Tirkiye’de ¢esitli iiniversitelerde ¢ca-
ligtaylar diizenliyorum. Istanbul Bilgi Universitesi’nde
gerceklestirdigimiz AA Istanbul Visiting School progra-
minda 2015 — 2017 yillar1 arasinda, 40 - 45 6grenci ve
6 - 7 yuritiiciden olusan ekiplerle, malzeme davranigi-
nin tasarim siirecinin etkin bir bilegeni haline geldigi
biiyiik 6lcekli fiziksel yerlestirmeler tasarlayip iirettik.
2015 yilinda, Bilgi Universitesi Mimarlik Fakiiltesi giris
cephesine 3 metreye 9 metre boyutlarinda bir yerlestir-
me kurmak i¢cin vakum sekillendirme makinesiyle PVC
levhalardan birimler trettik. 2016 yilinda, endiistriyel
robot yardimiyla kopiik bloklar: sekillendirmis ve bir
tonoz inga ettik. 2017 yilinda ise yine endiistriyel robot
kullanarak aliiminyum seritler biikiip bityiik 6l¢ekli bir
yerlestirme drettik.

I have completed my PhD studies in Architectural Design
Computing Program at Istanbul Technical University in
2016. At my PhD dissertation, my focus was on under-
standing how material manipulation in design can become
an integral part of the computational design process.

Now, [ am an Assistant Professor of Architecture at
the Penn State University. Since 2014, I have been teach-
ing an elective course on ‘Hacking materials and pro-
duction methods’, first at Istanbul Bilgi University and
then at Penn State University. Instructor and students in
this course explore, encourage, and inform each other in
a hands-on class that makes, breaks, troubleshoots, and
has fun. Collectively, everyone in the course makes their
own machines and hacks existing ones. Contributing to
open-source projects, the course aims to extend the physi-
cal boundaries of the classroom. In the past, the collective
has built stamp-making machines and 3D clay printers,
hacked an old electronic knitting machine to knit com-
puter-generated patterns, hacked thermal printers to print
selfies, took apart old DVD-drives to make 3-axis CNC
pen plotters, etc. Everyone has a role to play in every part
of the projects, from soldering the wires to generating the
codes.

I have also lectured and taught workshops in several
universities in Turkey, including A4 Istanbul Visiting
Schools in Istanbul Bilgi University. From 2015 to 2017,
together with 40 - 45 students and 6 - 7 tutors, we designed
and built large-scale physical installations where we inves-
tigated material behaviour and its limitations as a design
drive. In 2015, we vacuum formed PVC sheets to build a
large facade intervention in the entrance of the School of
Architecture. In 2016, we shaped EPS foam blocks using
an industrial KUK A robot as a hot-wire cutter and built
a self-standing vault. In 2017, again we used the robot to
bend aluminium strips and replaced their fagade inter-
vention from 2015 with a new one.

FOTOGRAFLAR PHOTOS NUR HORSANALI
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Uriin tasarimi, mobilya, cam, seramik, aydinlatma
Product design, furniture, glass, ceramics, lighting

Adobe Suite, Rhino, Ahsap isleme aletleri, sicak cam tifleme, soguk cam isleme,
seramik d6kiim, seramik torna, 3d printer, laser kesim, cnc, su jeti, dikis makinasi
Adobe Suite, Rhino, wood processing tools, hot glass-blowing, cold glass processing,
ceramic casting, ceramic lathe, 3D printer, laser cut, CNC, water jet, sewing machine

bilgenursaltik.com

2013 yilinda Royal College of Art Design Products bo-
liimiinde yiiksek lisansim1 tamamladiktan sonra Studio
Bilge Nur Saltik’t kurdum. Ardindan Conran Odiilii’ne
aday gosterildim ve 2014 yilinda Share.Food projesiy-
le New Design Britain Odiilii'nii kazandim. Diinya’da
farkli tasarim platformlarinda islerimi sergiliyorum. Son
zamanlarda optik cam serim Shanghai Glass Museum'un
ana koleksiyonuna dahil oldu.

Degisik kiiltiirlerden ve insan davraniglarindan il-
ham aliyorum, objelerin ardindaki hikayelerle ilgileni-
yorum. Klasik zanaat yéntemlerini deneysel iiretim tek-
nikleriile sentezleyerek cagdas objeler ve enstelasyonlar
tasarliyorum.

Malzeme odakli tasarim yapmaya yogunlagsarak farkli
malzemelerin potansiyelini ortaya ¢ikarmaya caligiyo-
rum. Malzeme aragtirmalarima bir 6rnek olan OP-jects
ile, yani optical objects serisi, camin optik 6zelliklerini
aragtirarak, soguk islenen cami parcacil desenlerle be-
zeyerek tekrarli kaleodeskopik etkiye ulastim. OP-vase
vazo koleksiyonu da bu serinin parg¢asi olarak tasarlandi.
Icine konan tekil bir ¢icegi illiizyonlarla buket gibi gos-
teren ¢aligma ile, giinlitk hayat objelerine sasirtic1 6geler
eklemeyi hedefliyorum. Regine d6kiimleri ile kendi stiid-
yomda dogru etkiyi yakalamak icin deneyler yapiyorum
ve son olarak iiriinleri Istanbul’daki cam ustalariyla bir-
likte tiretiyorum.

Gegen sene davet edildigim Almanya’daki Domotex
fuarinda, zemin kaplamalarinin potansiyeli izerine bir
enstelasyon tasarladim. Kii¢iilen yagam alanlarinda ze-
min kaplamalarinin aralarindaki gecislere odaklanarak
6 metre uzunlugunda parkeden hali ve seramige degisik
malzemeleri sentezleyen yekpare bir zemin tasarladim.
Bu projede malzeme gegisleri kadar mekanlar1 ayirma-
yacak renk gecislerine odaklandim.

ATOLYE de gergeklesen Designer in Residence prog-
raminin ilk tasarimcisi olarak, siingerin potansiyeli ve
alternatif kullanim alanlar1 kapsaminda deneysel bir
proje iizerine ¢alistim. ATOLYE’de bulunan prototip-
leme laboratuvarinda siingerin iglenmesi, bagka malze-
melerle iligkisi ve dokular iizerine ¢alisarak, bu siirecin
sonunda siinger vazolardan, akustik panellere bircok
triin tasarladim.

Aynizamanda uluslararasi bir platform olan Form&-
Seek kolektifinin kurucu ortagryim. 2013 yilinda kuru-
lan Form&Seek’in kiiratérliigiinii ve organizasyonunu
gerceklestirerek, 20 iilkeden 90 ayri1 tasarimciyla 10 ayr1
sergiye imza attik. Form&Seek ile kendi koleksiyonumu-
zu olusturuyoruz ve tasarimin belli iilke, sinir ve limit-
lerine bagli olmadigina inanryoruz.

I established Studio Bilge Nur Saltik after I completed
my post graduate studies at Royal College of Art Design
Products in 2013. I was then nominated to Conran
Award and won the New Design Britain Award with my
Share.Food project in 2014. I am currently showing my
works at various design platforms in the world. Lately my
optic glass series was included in the main collection of
the Shanghai Glass Museum.

I am inspired by different cultures and human be-
haviour, and am interested in the stories behind the ob-
jects. I design contemporary objects and installations by
synthesizing classical handcraft methods with experimen-
tal production techniques.

Focusing on creating material-oriented designs, I try
to discover the potential of different materials. With
Op-jects, optical objects series in other words, which is an
example of my research for materials, I achieved a repet-
itive kaleidoscopic effect by studying the optical features
of the glass and adorning cold-processed glass with seg-
mental patterns. OP-vase collection was designed as a part
of this series. With my work which shows an single flow-
er as a bouquet through illusions, I try to add surprising
elements into cveryday objects. I focus on experiments
with resin-casting at my studio to catch a hold of the right
effect and finally I produce together with glass artisans
in Istanbul.

I designed an installation on the potential of floor
covering for Domotex Fair in Germany where I was in-
vited last year. Focusing on the transition between floor
coverings for living spaces getting smaller, I designed a
6-meters long monolithic floor synthesizing different ma-
terials from floorboard to carpet and ceramics. In that
project I concentrated on the transition of materials as
well as the transition of colors that do not divide the space.

As the first designer of the Designer in Residence pro-
gram took place in ATOLYE, I worked on an experimen-
tal project within the scope of the potential of the sponge
and its alternative areas of use. Workingat the prototyp-
ing laboratory at ATOLYE on the processing of sponge
and its relationship with other materials and on textures,
I designed various products such as sponge vases, acoustic
panels at the end of that process.

I am also the founding partner of the international
platform Form&Seek. We brought 10 different exhibi-
tions with 90 designers from 20 countries by curatingand
organizing as Form&Seek which was founded in 2013.
Through Form&Seck we create our own collection and we
believe that design is not dependent to a specific country,
boundaries and limits.
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Disiplinlerarasi sanatg1, maker, 6gretim goérevlisi
Interdisciplinary Artist, Maker, Academic

Akrilik boya, fispis, geometrik kaliplar, kumas, kagit, bakir plaka, metal, kaynak makinesi,
CNC, projeksiyon, elektronik ve kumas atiklari, dikis makinesi, 1siklar ve ipler, ahsap

Acrylic paint, water, Fispis, molds of geometrical figures, fabric, paper, copper plates, metal, welding machine,

CNC, projection, electronic and fabric waste, sewing machine, various lights and ropes, wood

vimeo.com/renklidag
instagram.com/gizemrenklida

Istanbul Maker Faire Sanat Alani kiiratorii, maker hare-
keti koordinasyon ekibinin bir parcasi, disiplinlerarasi
calisan bir sanatgl, son yillarda agirlikli olarak ressam,
bazen proje yoneticisi, bazen teknik prodiiksiyon amiri,
bazen etkinlik koordinatérii, zaman zaman 6gretim go-
revlisi; 6zetle yapmak varsa orada olan biriyim.

FISPIS, 6. senesine giren, kendi kendime gelistirdi-
gim bir resim teknigi ve Techné de bu teknikle meydana
getirdigim akigkan gériiniimlii resimlerimin hareket-
lenmesini istememle ortaya ¢ikan kolektif sergi projesi.

FISPIS’1 kesfettigimden beri fir¢a kullanmiyorum,
sadece, genelde temizlikte kullandigimiz sprey siserleri
ile ¢alistyorum. Bu teknik resimlerimdeki akigkanlig:
sagliyor. Kullandigim malzemeye belirli oranda boya-
lar ile renklendirilmis sular diyebiliriz. Renkli sularla
reaksiyonlar baglatiyorum. Bu reaksiyonlar, renk alan-
lar1, akislar ve dokular olugturuyor. Saatlerce, piiskiirt-
tligiim renkli sular kuruyup donana kadar, akig makro
6lgeklerde devam ediyor. Olusan detaylarin hepsinde bir
devinim var ve tiim bu akiglar bagka manzaralar, bagka
hikayeler yansitiyor. Makro, mikro manzara resimleri
yapmak gibi.

Resimlerimde, sanki hareket halindeyken donmus
manzaralara bakiyorum. Zamanla de-taylara bagkala-
rinin géziinden bakmak istedim. Bir de iistiine bu akis-
kan goriiniimlii res-imlerimin hareketlenmesini hayal

ettim. Buistekler Techné projesinin temelini olusturdu.
Antik Yunan’da teknoloji s6zciigiiniin kokii olan Techné
zanaat, zanaatkarlik, teknik ve sanat kavramlarini ice-
riyordu. Techné s6zcligii hem teknik - yontem, hem de
sanat i¢in kul-laniliyordu.

Techné projesi gectigimiz sene dijital alanlarda ¢alisan
sanat¢1 arkadaglarimla kolektif olarak gergeklestirdigi-
miz bir pop-up sergi. Ahmet Said Kaplan, Deniz Kader,
Hakan Yilmaz, Mehmet Kizilay ve Stileyman Yilmaz’dan
olusan, gorsel sanat¢i/maker, tuval iizerine akrilik eser-
lerimi deneysel tekniklerle yorumladilar ve birbiriyle i¢
ice gecen ¢ok katmanli bir deneyim boyutu olusturulan
sergimizi gergeklestirdik.

Techné sergisi, sadece analog isler iireten, 6te yandan
uzun yillardir dijital sanatcilar ve stiidyolarla ¢alisip, bir
yandan da ilk zamanlarindan beri maker toplulugunun
hem sanat alani kiiratorii hem de koordinasyon ekibinde
olan, bir ¢ok yerde, bir ¢cok maker sergisi tasarlamis ve
gerceklestirmis biri olarak benim, yillar icerisinde res-
me ve resimlerime olan bakig agimin degismis olmasiyla
da dogru orantili olarak yapmayi istedigim projenin ilk
adim1ydi, demosuydu diyebiliriz.

Amacimiz, gelistirdigim teknikle yaptigim, akigkan
izlenimi veren resimlerimin hareke-tlenmesi i¢in sanat¢i
arkadaslarimin, eserleri dijital olarak manipiile etmesi
yoluyla; resimle, hareketli dijital diinyayi birlestirmekti.

Buyaklagim, sankizamanda donmus olan karelerin ha-
reketlenmesine olanak sagladi. Analog ve dijital diinyay1
birlestirecek yollar bulmamiz, farkli iiretim pratikleri
aragtirmamiz sonucunda oldu. Farkli yéntem ve teknik-
lerle analog olan sanat nesnesi resme, giiniimiiz tekno-
lojisini bir arag olarak kullanarak yapilmis olan miida-
haleleri ve olusturulmus olan farkli katmanlar: izlemis
olduk. Ornegin resimlerimden biri, Siileyman’in kendi
yapip getirdigi, atélyemin tavanina monte ettigimiz sa-
lincakla deneyimlenen interaktif bir ige dontisti.

Sergiyi gerceklestirme motivasyonumuz baslibagina
‘yapmak’ti. Herhangi bir kurumdan sponsorluk alma-
dan, kendiimkanlarimizla, elimizdeki malzemelerle ve
elimizde olan mekanda bu projeyi yapmak esasti.

Techné bana gore, bir ¢ok yapmak’in oldugu muhte-
sem bir igbirligi 6rnegi. Ik konustugumuz giinlerden
beri, Istanbul’da maker toplulugunun olusumunda da
esas aldigimiz birlikte 6grenmek, diisiinmek, tiretmek,
paylasmak, bozmak, yeniden yapmak, bu isbirliginin tam
merkezinde oldu ve ortaya hepimizin birlikte yaptig: bu
kolektif sergi ¢ikti. Hem birlikte yapmis, hem de birlik-
te yapmanin tadina varmig olduk. Farkli medyumlar:
de-neyimlerken 6grendik, yapamadik, bir daha denedik,
durmadan yaptik. Yine olsa yine yapariz.

I am the curator of Istanbul Maker Fair Art Space, a member
of the coordination team of the maker movement, an inter-
disciplinary artist, mostly a painter lately, sometimes a proj-
ect manager, sometimes a technical production supervisor,
sometimes an event coordinator, an academic from time to
time, and in a nutshell, I am someone who is there if ‘making’
is on the table.

FISPIS is a 6-year old painting technique that I developed
and Technéis a collective exhibition project emerged through
my desire of experiencing the fluid-looking paintings I created
using this technique.

I stopped using brushes ever since I discovered FISPIS, Iam
workingonly with spray bottles that we usually use in cleaning.
This technique provides the fluidity in my paintings. We can
call the materials I use as ‘the water colored with paint’ ata
certain proportion. I start reactions with the colored water.
These reactions form color areas, flows and patterns. For hours,
until the colored water I sprayed become dry and harden, the
flow continues at a macro level. There is motion at every detail
being formed, and these flows reflect different landscapes and
stories. It is like drawing macro and micro landscape paintings.

In my paintings, itis as if | am looking at landscapes frozen
while in motion. Over time, I wanted to look at the details
through the eyes of the others. In addition I dreamed of my
fluid-looking paintings to be in motion. These desires creat-
ed the basis of Techné project. The word Techné, the Ancient

Greek origin of the word technology, contained the concepts
of craft, craftsmanship, technique and art. The word Techné
was used for technique-method as well as art.

Techné project is a pop-up exhibition that we organised
last year collectively with my artist friends working in digi-
tal fields. Visual artists/makers, Ahmet Said Kaplan, Hakan
Yilmaz, Mechmet Kizilay and Siilleyman Yilmaz interpreted my
works of acrylic on canvas through experimental techniques
and we presented our exhibition which created an intertwined
multi-layered dimension of experience.

We can say that the Techné exhibition was the first step, the
demo of the project that I, an individual creating only ana-
logue works but who worked with digital artists and studios
for years, and at the same time, art space curator and a member
of the coordination team of Maker community from its begin-
ning, and who designed and realized many Maker exhibitions
at many places, wanted to realize directly proportional to the
change in my point of view towards the art of painting and
towards my paintings over time.

Our aim was to combine paintings and animated digital
world by having my artist friends digitally manipulate my
paintings giving the impression of fluidity that I drew using
the technique that I developed. This approach enabled the
motion in frames that seemed like frozen in time. Finding
new ways of combining analogue and digital worlds was the re-
sult of our research in different production practices. Through

ALL IMAGES FROM THE EXHIBITION TECHNE

various methods and techniques, we observed manipulations
and different layers generated by using modern-day technology
as a tool applied to painting which is an analogue artwork.
For instance, one of my paintings became an interactive work
experienced through a swing Siileyman made and brought and
that we installed to my atelier’s ceiling,

Our main motivation in realizing the exhibition was ‘mak-
ing’ itself. It was fundamental to realize this project through
our own means, with the materials and spaces at hand and
without being sponsored by any institution.

Techné, for me, is a magnificent example of cooperation
where there are many ‘making’s. Since the first days when we
started talking about collective learning, thinking, produc-
ing, sharing, breaking, re-building which was the basis of the
creation of Maker community in Istanbul was at the center
of this cooperation and this collective project we realized to-
gether. Thus we achieved the act of making together and we
also enjoyed it. While experiencing different mediums we
constantly learned, failed,tried again and made. We would
do that all over again.
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defter, InDesign, Illustrator, Photoshop, Rhinoceros
Digital and analogue camera, pen, sketchbook, InDesign,
Ilustrator, Photoshop, Rhinoceros
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Istanbul Bilgi Universitesi, Endiistri Uriinleri Tasarimi1
bélimiindeki lisans egitimim boyunca endiistri odak-
1 degil, zanaat ve aragtirma odakli ¢alismayi1 sevdim.
2017’de Helsinki’de Aalto Universitesi'nde yiiksek lisans
egitimime baglayarak; ahsap, seramik, tekstil, dokuma
atdlyelerinde miimkiin oldugunca ellerimle ¢alisarak
temel firetim tekniklerini 6greniyor; uygulama odakl
tasarima ve malzeme aragtirmalarina odaklaniyorum.

Lisans egitimim boyunca Istanbul’'un giindelik se-
hir hayati, sehirde gérdiigiim objeler ve durumlar, yerel
zanaatler ve ireticiler, kigilerin kendilerine has tiretim
teknikleri tizerine aragtirmak ve bunlar1 dokiimante et-
mek kendi tasarim siireglerim i¢in bityiik bir heyecan ve
ilham kaynagiyda.

Istanbul Bilgi Universitesi'ndeki lisans bitirme projem
olan “Halletme pratikleri’ne olan ilgim, Giimiigsuyu'n-
daki bir simit arabasini fark edip yakindan incelemem ile
basladi. Buarabada beni ¢ceken sey, cok kii¢iik bir alanda
en temel onarim yontemleri ve basit modifikasyonlar ile
bir¢ok giinliik ihtiyag i¢in bulunan ¢6ziimii i¢inde barin-
dirmasiydi. En genel tanimiyla gorevi kisilerin ihtiyag ve
sorunlarina ¢oziimler tiretmek olan bir “triin tasarim-
cist” olarak, sokaktaki hizli ¢6ziimleri son derece ilging
bularak incelemeye bagladim.

Bir simit arabasi iizerinden baglayip biiyiiyen aragtir-
ma; Istanbul’un kamusal alanindaki “halletme pratikle-
rini”, sokaktaki hizli ve pratik tiretim tekniklerini, kisi-
lerin sinirli ortam ve kaynaklarla nasil giinliik problem
ve ihtiyaglarina anlik ve sezgisel yollarla ¢6ziimler tiret-
tigini, nesnelerini nasil tamir ettigini, elde olan malze-
melerin nasil yeniden kullanildigini inceliyor. Arastirma
stireci boyunca sehrin farkli mahallelerinde daha bilingli

bir sekilde yuirityerek halletmenin sokakta bircok farkl
sekilde yer edinen hallerini belgeledim: Kirilan nesneleri
tamir ederken, bir seyleri birlestirirken, modifiye eder-
ken, bulunmus ya da kullanilmayan nesneleri yeniden is-
levlendirirken, kamusal alanlara miidahale ederken ya da
belediye kural ve yasaklarinin iistesinden gelirken... Bazi
ornekler sehrin i¢inde kendini bir¢ok kez tekrar ederken,
bazi 6rnekler tamamen ireticisine/kullanicisina 6zgiin
anlik ilhamlarin sonuglari olarak karsimiza ¢ikiyor.

Bu nesnelerin pratiklikleri altinda yatan hikayelere
duydugum kisisel merak ve tasarimcilari ¢ogu zaman
kisitladigini diisiindiigiim estetik kaygilardan uzak olan
rahat tavirlarini anlama motivasyonu ile baglayan sii-
reg,“Guinliik hayattaki hizli ve iptidai ¢oziimler, tasarim-
cilar i¢in bir rehber olabilir mi?”, “Halletmek kavramini
neden giiniimiiz tasarim ve iiretim sahnesi igerisinde dii-
stiniip formalize etmeyelim?” gibi sorular ile derinlesti.

Aragtirma siirecinde bu nesnelere tipki tasarim nesne-
lerini inceler gibi yaklastim. Segilen 70 6rnek tizerinden
nesnelerin tiretim tekniklerini anlamak tizere 6nce analiz
cizimleri yaparak, sonrasinda bilgisayar ortaminda nes-
neleri yeniden modelleyerek izometrik ve detay ¢izimle-
rini iirettim. Tim bu analizleri, arastirma siirecinden fo-
tograflar ve tireticileri ile yapilan séylesilerden toplanan
hikayeler ile birlestirerek giindelik hayattan bir iiretim
envanteri sunan bir kitaba doniigtiirdiim. Bu kitap, giin-
delik hayatimiza ve kiiltiriimiize yerlesen “halletmek”
kavrami ve 6rneklerinin aragtirilarak, buradaki fikirle-
rinin ve pratik detaylarin tasarim ve iiretim kiiltiiriine
olas1 katkis1 ve aktarimi iizerine diisiiniilebilinecegini
savunuyor.

During my undergraduate studies at Istanbul Bilgi
University Department of Industrial Design, I loved work-
ing in a rather craft and research-oriented way, not in an
industry-oriented way. I started my graduate studies in
2017 at Aalto University in Helsinki and I am learning
basic production techniques in wood, ceramics, textile
and weaving ateliers by working with my hands as far as
possible and focusing on practice-based design and ma-
terials research.

The daily life of Istanbul, objects and circumstances I
see in the city, local crafts and manufacturers, conducting
research on idiosyncratic production techniques of indi-
viduals and documenting these were an important source
of excitement and inspiration for my own design processes
during my undergraduate studies.

My interest in ‘Halletme’ Practices, my final project at
Istanbul Bilgi University, started when I noticed and close-
ly examined a bagel trolley in Gimiigsuyu. The most at-
tracting thing for me in that trolley was the fact that it en-
capsulated solutions found for many daily needs through
the most basic repair techniques and simple modifications
in a very small area. As a ‘product designer’ whose task,
in the most general definition, is to create solutions to
the needs and problems of individuals, I found the fast
responsiveness of the streets captivating and started ex-
amining them.

The research started from a bagel trolley examines the
‘halletme’ (sorting ot) practices found in the public space
of Istanbul, fast and practical production techniques in
the streets, how individuals create instant and intuitive
solutions to their daily problems and needs with limited
media and resources, how they repair objects and how the
existing materials are reused. During my research, walk-
ing around in different neighborhoods of the city with a
more mindful mind, I documented states of sorting out in
many different ways on the street: fixing broken objects,
assembling things, modifying them, functioning non-used
objects, intervening in public space, or overcoming the
rules and restrictions of the municipality... While some
examples repeat themselves many times in the city, some
cxamplcs appear as consequences of momentary inspira-
tions specific to their manufacturer/user.

The process started with my personal interest to the
stories behind the practicality of the objects, the motiva-
tion to understand the easy manners deprived of aesthetic
concerns which, I believe, more often than not put the de-
signers under restraint, became deeper through questions
such as “Can fast and primitive solutions of everyday life
be a guide for designers?”, “Why not formalize the con-
cept of ‘sorting out’ by considering it within the context
of modern-day design and production?”.

During the research process I approached these objects
as if I was examining design objects. By doing analytic
drawings first to understand the production techniques
of objects over 70 selected examples and subsequently re-
modeling the objects on a computer, I produced isomet-
ric and detailed drawings. I then transformed all these
analysis into a book which offered a production inventory
out of everyday life by combining them with photographs
from the research process and stories collected from the
interviews with the manufacturers. This book inquires
about the concept and examples of ‘sorting out’ which is
a part of our everyday life and culture, and defends that
the potential contribution and transfusion of the ideas and
practical details on the design and production culture are
worth giving a thought.

HALLETMEK, BOOK, 2018



unlimited 44

istanbul, Londra
Istanbul, London

Mimarlik, tasarim
Architecture, design

3D printer, kiiciik el aletleri, hobi isleri, model araglar1
3D printer, small tools, hobby works, model tools

pin.web.tr

2l.ytizyilin kendine 6zgii dinamikleri igerisinde “ken-
din yap” stiphesiz 6nemli bir yer tutuyor. PIN’in (Project
International Architecture) kurulusundaki kodlar1 Yap,
Tasarla & Gelistir (Make, Create & Innovate) ¢aligma
yontemi, kullandig1 enstriitmanlari, ekip ¢aligmasina ver-
digi deger ve is birliginden gii¢ alan yaklagiminda ken-
dini projeleri ile gosteriyor.

Kullandigimiz iiretim teknolojileri igerisinde en 6nem-
li yerde gordiigiimiiz 3 boyutlu yazicilar, hem tasarimda
geri beslemeler i¢in ideal, hem de projelerin iiretiminde
en verimli sonuglara ulagmamaizi saglayan bir tasarim
enstriiomani rolii iistleniyor. NOTCH ve AOS Sebil pro-
jeleri i¢in 3 boyutlu yazicilardan iiretilen sayisiz deney
ve model, son iiriinlerin ortaya ¢ikmasindaki en 6nemli
unsurdu. Her iki proje de karmagik tiretim siireglerini
gerektirdiginden farkl disiplinlerden danigmanliklara
ihtiya¢ duyuldu. Béylece herkesin en etkin fikri iiret-
mesine olanak saglayan ortak nesne prototipleri gelisti.
Buradan yola ¢ikarak “YAP” pragmatik olmanin Gte-
sinde deneysel bir eylemi de ifade ediyor. Bu giiniimiiz
“Maker”’inin karakteristik bir 6zelligi. Stirekli deneyler
yapiyor ve motivasyonu merakinin 6tesinde bir kesfetme
tutkusu olarak 6n plana cikiyor.

Mimariyap1 6lcegine gectigimizde ise artik prototipler
6lgekli birer maket 6zelligini yansitiyor. Bunun avantaj,
fikirden iiretime; sayisiz fiziksel model tiretimine ola-
nak saglamasi. Ustelik bunu kullandig1 yazilim ile dijital
bir arayiizden tiretimine kadar ek bir efor sarfetmeden,
tasarimcinin kendisinden bagka birisine ihtiya¢ duyma-

dan yapiyor. Bu da tasarimin daha rafine tretilmesini
sagliyor.

PIN bu deneylerini yap1 6l¢eginde ingaat sahasina ak-
tarirken, detaylari hayata gegiren zanaatkarlar ile bir or-
tak dil ariyor. Eger mimar, ingaat yiiklenicisi, yap1 ustasi
ve isin sahibi/kullanicisi arasindaki ig birligi giiclii olursa,
ortaya ¢ikan ig de o derece nitelikli oluyor. Burada amag
yap1 tiretim kiiltiiriiniin asil kahramanlarina gegmiste
oldugu gibi haklarini verirken, giiniimiiz yeni teknolojile-
rini de kullanmak tizere firsat yaratmak. Daha’az’ bilgiyle
daha nitelikli iiretmek bu firsatlardan bir tanesi. Bu yap-
ma bi¢imi ile deneyim kargilikli olarak gelisimi destekli-
yor ve katma deger yaratacak igler iretmemizi sagliyor.
Paylasimi tegvik ederek tasarimci-yapicit komunitesinin
demokratiklesmesine olanak tanryor. Béylece iireten ile
tasarlayan arasindaki hiyerarsi is odakli geliserek yeni bir
motivasyon ve anlama déniisiiyor. Bu iiretim modelinin
bizim a¢imizdan en iyi karsiligy CITLIK Evi ve Impact
Hub ofis projesi. Her iki proje i¢in de farkli bicimlerde
is birlikleri s6z konusu oldugu gibi, diisiik biitceli ancak
yliksek nitelikli ig iretme amaci ve becerisinin deneyim
odakli birer 6rnekleri.

Maker hareketi ve kendin yap kiiltiirii ile vernakiiler
mimarlik yani yerel karakterli anonim yapi iiretimi bi-
cimleri benzerlikler tagir. PIN’in son dénemde ¢aligtig:
pek ¢ok yapi sehirler yerine kirsalda ve bu yiizden proje
ziyaretlerimiz sirasinda bize kirsaldaki radikal degisimi
de gozleme firsat1 sunuyor.

“Doityourself” certainly holds a significant place within
the specific dynamics of the 21* century. PIN demon-
strates the codes of its establishment within its projects
via the working method of Make, Create & Innovate, the
tools it uses, the value it gives to teamwork and its ap-
proach empowered by cooperation.

The 3D printers that we believe, hold the most import-
ant place among the production technologies we use, are
ideal for feedback in design and also assume the role of a
design tool enabling us to reach the most efficient results
in the production of projects. For the NOTCH and A0S
projects, numerous experiments and models produced
from 3D printers constituted the most important factor
in the emergence of the final products. Since both proj-
ects involved complex production processes, consultations
from different disciplines were needed. Thus, common
object prototypes allowing everyone to produce the most
effective ideas, have been developed. From this perspective,
‘MAKE’ also expresses an experimental action beyond
being pragmatic. This is a characteristic feature of today’s
‘Maker’. He or she constantly experiments and his or her
motivation stands out as a passion for exploring rather
than a simple curiosity.

As we move on to the scale of architectural structure,
the prototypes reflect the characteristics of a scaled mod-
el. Its advantage is allowing the production of countless
physical models in the process from idea to production.
Moreover, it realizes this, including the production, via
the software on a digital interface, without the need for
any additional effort or anyone other than the designer
himself/herself. This, in turn, allows a more refined pro-
duction of the design.

In the process of transferring these experiments to the
construction site at the structural scale, PIN looks for a
common language with craftsmen who bring the details
to life. If the collaboration among the architect, the con-
tractor, the master builder and the owner /user of the work
is strong, the result work is also highly qualified. On this
instance, the aim is creating opportunities to use today’s
new technologies while granting their rights to the real
heroes of the building culture like it was in the old days.
One of these opportunities is to make more qualified pro-
ductions with ‘less’ information. This way of makingalong
with experience support development and allow us to pro-
duce works that create added value. By promoting sharing,
it provides the designer-maker community the chance to
democratize. Thus, the hierarchy between the producer
and the designer develops with a focus on work, turning
into a new motivation and understanding. According to
us, the best representation of this production model, is
Cutlik Evi (Cutlik House) and Impact Hub Office projects.
In addition to involving different ways of collaboration,
both projects are experience-focused examples of the pur-
pose and ability of producing low-budget but high-quality
and experience-focused works.

Maker movement and DIY culture have similar fea-
tures to vernacular architecture, which means anonymous
architectural styles designed based on local characteristics.
Many recent PIN building projects are located in rural
areas instead of cities, consequently we are offered an op-
portunity to observe radical changes in the rural areas
during our project visits.

NOTCH

Pt s
IMPACT HUB, ATOLYE ISTANBUL




.
Pinar Akkurt

unlimited 66

Istanbul
Istanbul

Mekan yerlestirmeleri
Spatial installations

Makas, ¢ekic, pense, matkap, vb.

Scissors, hammer, pincers, drill, etc.

pinarita.com

Giindelik, hep el altinda bulunan nesneleri déniistiire-
rek onlari yeni sekiller ve bigimler yaratmakta kullaniyo-
rum. Genellikle mekana 6zel yerlestirmeler yapiyorum.
Anahtar kavramlarim renk, degisim, bakis acis1 ve ileri
doniigiim. Grafik tasarim okudum ve uzun yillar grafik
tasarim stiidyolarinda ¢aligtim ama tasarimin farkli alan-
larinda siirdiirebilir sistemler tasarlamanin ve yeni gorsel
diller olusturmanin yollarini aramayi hi¢ birakmadim.

Hazir ya da ham malzemeleri degistirip doniigtiir-
meme olanak veren DIY (kendin yap) kiiltiirii, daima
hayatimin bir par¢asi oldu ve olmaya devam ediyor. Ca-
lisma ve arasgtirmalarimda cesitli boya-baski: teknikle-
rini, makromeden dokumaya kadar tiirlii tiirli Gretim
yontemlerini, metal, ahsap ve seramik gibi bir ¢ok mal-
zemeyi kullaniyorum. Son zamanlarda geri doniisiim ve
ardindan asil meselem haline gelen ileri doniisiim ko-
nulari tizerine baglattigim irili ufakli projeler tizerinde
caligiyorum.

En bilinen isim 2011’den bu yana Karakdy Lokanta-
srnin kése vitrini i¢in tasarladigim, sayis1 30’u ge¢mis
olan yerlestirme serisi. Tekrarlanabilir ve anlamli bir
baglam olusturabilmek i¢in yerlestirmeleri, lokantanin
6ziinii yani mutfagi temsil etmeleri gerektigi fikriyle sa-
dece mutfak aletleri ve esyalariyla tasarlamaya bagladim.
Genellikle kafamda tasarladigim bir formu ya da hare-
keti gézeterek dolagmaya ¢ikar, bakinir, inceler ve birkag
ornekle birlikte atélyeye donerim. Bu malzemelerle de-
nemeler, maketler yaparak ana yapiyi tasarlarim. Bilgi-
sayarda eskizini yapar ve liretim detaylarini ¢ikaririm.
Bazen ben ama ¢ogunlukla Osman Usta uygulamasini
yapar. Vitrine yerlestiririz, fotografi ¢ekilir, kartpostali
basilir ve bir sonrakini nasil yapsam diye diisiinmeye
baglarim. Say1 arttik¢a bu dili zenginlestirmek i¢in farkls
malzeme ve liretim yéntemleri denemeye, isin i¢ine ha-
reket ve optik illizyonu da katmaya bagladim.

Sonug kadar siire¢ de benim i¢in ¢ok 6nemli. Dene-

meler yaparak diisiiniiyor ve bu sekilde fikirlerimi gelis-
tiriyorum. Basit ve siirdiiriilebilir firetim yontemleri ve
aletleri tasarlamak iizerinde de ¢alisiyorum. Buna 6rnek
olarak Sztun ve Kilim isimli galigmalarimi verebilirim.

Siitun, kagit konulu karma bir sergi icin yaptigim,
mekana 6zel bir yerlestirme. Hali hazirda mekanda bas-
kin bir mimari 6ge olan siitunlara; 3,5 myiiksekliginde,
pizza kutularindan olugturulmus helezonik bir siitun
ekledim. Azicik bir kayma bile yukari ¢iktikca bitytiye-
cegii¢in birlestirme yontemi lizerinde ¢ok ¢alistim. Hig
yapistirmadan, iclerinden ip gegirerek, her bir kutuyu
10’ar derece dondiirerek birlestirmek i¢in bir yéntem
tasarladim. Bagka iglerimde de kullanabilecegim, pratik
ve saglam bir sistem oldu.

Kilim, arag-gere¢ baglaminda; hem siire¢ hem de
projeye dahil olan katilimcilar agisindan en kapsam-
L1 ¢caligmam diyebilirim. Fikir, bir zeytin fabrikasinda
atiklar Gizerinde ¢alisirken ¢ikti. Etrafta bol miktarda
bulunan kavanoz kapaklarini diiz ve ters yerlestirerek
piksel mantiginda resimler, desenler olusturdum. Bir-
lestirme sistemi tizerinde ¢aligmaya bagladim, iki tarafl
olmasiniistedigim i¢in kenarlardan birlestirmek gereki-
yordu. Yontemi ¢6zdiigiimde desen iizerinde ¢aligmaya
devam ettim. En sonunda Anadolu kilim motiflerinden
esinlenerek kendi yontemimle ve bu yénteme 6zel yapti-
gim el aletiyle bir kilim dokudum. Yere konulmayacak
ama duvara asilacak, kavanoz kapaklarindan biiyiik bir
kilimdi bu.

Paylagmanin, birlikte ¢caligsmanin, iiretmenin giiciine
inaniyorum. Ara sira iiniversitelerde atélyeler diizenliyo-
rum, yurti¢inde ve yurtdisinda konugmalar yapryorum.
Ayrica, eski-yeni tiretim tekniklerini ve ydontemlerini,
ornekleriyle birlikte acik kaynak olarak paylagmaya ve
gelistirmeye izin verecek bir Ileri Déniisiim Kiitiiphanesi
kurmak i¢in ¢aligmalara basladim.

I transform daily objects and use them to create new shapes
and forms. [ usually do installations that are site-specific.
My key concepts are color, change, perspective and up-
cycling. I studied graphic design and worked in graphic
design studios for many years but never stopped looking
for ways to design sustainable systems in different areas
of design and to create new visual languages.

The DIY culture, which allows you to change and
transform ready-made or raw materials, has always been
a part of my life and still is. T use various painting-printing
techniques, different production methods ranging from
macrame to weaving and numerous materials such as met-
al, wood and ceramic in my works and researches. I have
recently been working on large and small projects that I
have started, on recycling and upcycling that has become
my main focus.

My most well-known work is the installation series
that I have designed for the corner window of Karakédy
Restaurant since 2011 and consisting of more than 30
works. I began to design the installation only with kitchen
utilities and furnishings having in mind the idea to create a
repeatable and meaningful context to represent the restau-
rant’s essence, which is the kitchen. I generally go outside
looking for a form or movement that I designed in my
mind, look around, examine, and return to my workshop
with a few samples. I design the main structure by making
experiments with these materials. I make a sketch on the
computer and specify production details. Sometimes I,
but mostly master craftsman Osman makes the applica-
tion. We place it on the shop windows, it is photographed,
printed on postcards and I start thinking on how to do
the next one. As the number grew, I began to experiment
with different materials and production methods and also
to incorporate motion and optical illusion into the work
to enrich this language.

For me, the process is as important as the result. I think
by making experiments and develop ideas this way. I also
work on designing simple and sustainable production
methods and tools. As an example, I can mention my
works called Stun (The Column) and Kilim (The Rug).

Stitun (The column) is a site-specific installation I have
done for a group exhibition about paper. I added a spiral
column made up of pizza boxes and having a height of
3,5 meters, to the other columns that were a dominant
architectural element in the space. I worked a lot on the
assembly method since even the slightest slip would grow
as it goes up. I designed a method to combine each box by
rotating each by 10 degrees and without stickingat all, by
passing ropes through them. It has been a practical and
robust system that I could use in my other works.

I can argue that considering both the process and the
artists involved in the project, Kilim (The Rug) is my most
comprehensive work in terms of equipment. The idea came
out while working on the wastes in an olive factory.  made
pictures and patterns in the form of pixels by placing the
jar lids around in plain and reverse positions. I started to
work on the assembly system, it needed to be joined from
the edges because I wanted it to be two-sided. When I
solved the method, I continued to work on the pattern.
Finally, I was inspired by the motifs of Anatolian rugs and
I weaved a rug with my own method and with my hand
made tool. It was a big rug made of jar lids, not to be put
on the floor but to be hang on the wall.

I believe in the power of sharing, working together and
producing. Occasionally I organize workshops in univer-
sities and I give speeches at home and abroad. I also began
to work on establishing an Upcycling Library that would
allow sharing and developing old and new production
techniques and methods with examples as open source.
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Zanaat mahalleleri, iriin tasarimi, tasarim egitimi
Crafts Neighborhoods, Product Design, Design Education

instagram.com/apprenticeshipinproductdesign
apprenticeshipinproductdesign.tumblr.com

Tasarimda Cirak Olmak projesi, Istanbul Bilgi
Universitesi Mimarlik Fakiiltesi Endiistri Uriinleri
Tasarimi Béliimii'nde, 2013 yilindan beri uygulanan
bir tasarim stiidyosu. Stiidyo, zanaat-tasarim egitimi is-
birligi olanaklarini kesfederek Istanbulun yerel zanaat
mahalleleri ve akademi arasindaki boslugu doldurma-
y1 amagliyor. Tasarim 6grencilerinin ve zanaatkarlarin
birlikte ¢calisacagi ortak bir alan yaratarak, zanaat kiil-
tirini akademiye dahil ederek zanaat mahallelerinin
stirdiiriilebilirligine katk: sagliyor.

Stiidyo kapsaminda usta-girak geleneginin egitim
yaklasimi, tasarim egitimine entegre ediliyor. Bu bag-
lamda, ‘cirak’ konumunda olan 6grenciler, atélyeler ve
tiretim aginin giinlitk ¢alisma ortaminin pargasi oluyor-
lar ve boylece tasarim stiidyosunun sinirlari iiniversite
yerleskesinden sehre taginarak genisliyor.

2013 yilindan itibaren $igshane ve Galata zanaat ma-
hallelerindeki atélyelerle siirdiiriilen stiidyo, 2017 yili
Bahar déneminde, 2. sinif Endiistri Uriinleri Tasarimi
Boliimii 6grencileri ile Kapalicars’daki zanaat atdlyeleri
ile gergeklestirildi. Bu kapsamda Kapaligars1 bélgesinde
yer alan tarihi bir tiretim kiimesi olan Biiytik Yeni Han,
tasarim stiidyosu olarak yeniden kurgulandi ve Giimiis
Esya El Sanatkarlar1 Dernegi (GESAD) ile i birligi ya-
pild1. Stiidyo kapsaminda giimiis esya tliretimi yapan
zanaatkarlarla ¢calisan 6grenciler, bu siirecte atolyelerde
devam ettikleri ¢irakliklarina paralel olarak iki proje
gerceklestirdi.

Zanaati desifre etmek: Tak1 ve viicut

Ogrenciler bu proje icin atélyeler ve atélyelerin aginda
kullanilan tretim teknikleri ve malzemelerin potansi-
yellerini aragtirarak yeniden yorumladilar. Aragtirma ve
denemelerinin devami olarak, viicuda eslik edecek bir
uriin tasarladilar. Aragtirma ve tasarim siireci de nihai
tiriin ile birlikte sunuldu.

Zanaate eslik etmek: Sofra topografyalar:

Nesneler belirli bir baglamda gruplandiginda kendi
mikro manzaralarini yaratir. Ayni sekilde, bir yemek
masasindaki objeler, bir aradaliklariyla olusturduklar
topografyanin bireysel unsurlar: olarak diistiniilebilir.
Zanaat bilgi ve tecriibesini bir baslangi¢ noktasi olarak
alan bu projede, 6grenciler yemek masasi ortamina eslik
edecek “peyzaj manzaralarr” tasarladilar.

Stiidyo projesi, donem sonrasinda da etkinliklerine
devam etti ve farkli mecralarda ¢iktilarini sergiledi. 8-12
Kasim 2017 tarihleri arasinda Liitfi Kirdar Uluslararas:
Kongre ve Sergi Sarayrnda gergeklestirilen Tzirkiye Ta-
sarim Haftas’nda iiniversite sergilerinin bulundugu 6zel
béliimde yer alan proje; Ocak 2018’de ise, Koln PASSA-
GEN tasarim kent etkinlikleri kapsaminda Designer’s
Fair béliimiinde sergilendi.

Yiiriitiiciiler (Lecturers): Ashi Kiyak Ingin, Aysenaz
Toker, Berilsu Tarcan (Res. Asst.)

Ogrenciler (Students): Adil Batuhan Kasut, Alara
Alunéren, Ali Riza Atakan Giir, Deniz Yildirim, Dila
Arnik, Ece Kokeak, Elifnaz Pamukgu, Gizem Erbilgin,
Goézde Cubukcu, Irem Altunsu, Kunt Konuk, Lara
Divris, Polen Kenziman, Selin Oztiirk, Sezin Celebi
Atolyeler (Workshops): Ares Giimiis, Balyan El
Sanatlari, Halil & Ali Gumiisciiliik, Halit Kandemir,
Eyiip Giimiis, Ming Giimiis, Orgu Silver, Rose Silver,
Vilyan Toparlak

Apprenticeship in Product Design project is a design stu-
dio studied since 2013 in the Department of Industrial
Design, Faculty of Architecture, Istanbul Bilgi University.
The studio aims to fill the gap between Istanbul’s local
craft neighborhoods and academy by exploring opportu-
nities for craft-design education cooperation. It contrib-
utes to the sustainability of craft neighborhoods by cre-
ating a common space for design students and craftsmen
to work together, and by incorporating the craft culture
into academy.

Within the scope of the studio, the education approach
of master-apprentice tradition is integrated into design ed-
ucation. In this context, students who are in ‘apprentices’
are part of the daily working environment of workshops
and production networks. This the borders of design stu-
dios are expanded by moving from university campuses
to cities.

The studio, which has been continued since 2013 with
the workshops in Sishane and Galata craft neighborhoods,
was held in the spring semester of 2017 with the craft
workshops in the Grand Bazaar and the 2nd grade stu-
dents of the Department of Industrial Design. In this
context, Biytik Yeni Han, a historical production cluster
in the Grand Bazaar region, was re-designed as a design
studio and a cooperation was conducted with the Silver
Goods Handicraftsmen Association (GESAD). Students
working with craftsmen who produce silverware within
the scope of the studio, carried out two projects in parallel
with the apprenticeship they attended at the workshops.

Deciphering craft: Jewellery and body

For this project, students have reinterpreted the produc-
tion techniques and the potentials of the materials used
in workshops and workshop networks by exploring them.
As a continuation of their research and experimentation,
they designed a product to accompany the body. The re-
search and design processes were also presented with the

final product.

To accompany the craft: Table topography

When objects are grouped within a particular context,
they create their own micro-scenes. Likewise, the objects
ona table can be thought as the individual elements of the
topography they create with their togetherness. In this
project, which takes craft knowledge and experience as
a starting point, students designed ‘landscape scenes’ to
accompany the dining table environment.

The studio project continued its activities after the
semester and exhibited the outputs in various venues.
The project took place at the Lutfi Kirdar International
Congress and Exhibition Palace between November 8-12,
2017 asa part of Turkey Design Week at the special section
where university exhibitions were located. It was also ex-
hibited in January 2018, at the Designer’s Fair section as
a part of Cologne PASSAGEN design events.

FOTOGRAFLAR PHOTOS STUDENTS OF STUDIO KAPALICARSI
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Grafik ve yeni medya sanatlari
Graphic arts, new media arts

3D baski, dijital yazilim
3D print, digital software
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Homo faber: Ureten, imal eden insan. Dolayisiyla, alet
kullanan insan.

Elaletleri, ilk caglardan beri oldukg¢a az degisen temel
bicimleriile iletisimin, sosyolojinin ve endiistrinin kok-
lerindeler. Tarih boyunca her zanaat kendi el aletlerini
yaratt1 ve pek cogu bu zanaatlarin simgeleri haline geldi.
Zanaatlar ise kendi endiistrilerini olusturdular ve olug-
turmaya devam ediyorlar. Uretim giigliikleri, ithalat ve
6nemini yitiren is kollar1 nedeniyle tamamen kaybolan
veya goriinmeyecek kadar azalan Anadolu’nun el aletleri;
formlar ve iglevleri ile birlikte siliniyor. Sicak demir us-
tasi sayisinin giin gectikce azalmasi ve kiiltiirel iiriinlerde
standartlagtirma ¢aligmalarinin eksikligi, bu objelerin
biiyiik bir sessizlik i¢erisinde yok olmasina sebep oluyor.
Yabanci benzerlerine kiyasla bicimsel farklilik gésteren
Anadolu baltasi, Anadolu egri uglu hali makasi ve Ana-
dolu nallama gekici, beni bu kiiltiirel kaybin varlig: ile
tanigtiran ii¢ tarihi iiriin.

Kiigiik ve orta 6lgekli iiretimin deger kazandigy, kiil-
tiirel diriinlerin giincel tasarimi etkiledigi ve bireysel
tiretimi destekleyen Maker Hareketi’nin “Yeni Endiist-
riyel Devrim” olarak nitelendirildigi glintimiizde, yerel
el aletlerinin manevi degeri yadsinamaz.

Bu kitapta yer alan el aletlerinin fiziksel bolimleri-
ni kargilayan tutarli ve gegerli bir Tiirk¢e terminoloji
mevcut degil. Var olan az sayidaki yazili ve kisinin agi-
na oldugu agza gore degisiklik gosteren s6zel kaynaklar
nedeniyle dogal bir terminoloji olusturmak miimkiin
olmadi. Bu nedenle kitaptaki terimleri, tutarli olan In-
gilizce kaynaklardan derlemeyi ve dilimize uyarlamayi
tercih ettim.
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Objelerin fiziksel karakterlerini okuyucuya aktar-
manin en iyi yéntemi arkeolojik illiistrasyondu. Kendi
gruplari icerisinde bi¢cimsel farklilik gdsteren ii¢ aleti
secip, fotografladim. Sonrasinda, bu fotograflari referans
alarak, 1:1 ebatta illiistrasyonlar hazirladim.

Gelencksel yontemler arasindan tercih ettigim be-
nekleme teknigi, sadece kalem kullanarak yiiksek detay
aktarmaya uygundu. Bu yéntem hem doviilmiis celigin
yapisini gorsellestiriyor, hem de uzun zaman aldig1 i¢in
konumun asil sahipleri olan Anadolu sicak demir usta-
larina duydugum saygiyi ortaya koyabildigimi hisset-
tiriyor.

Standartlagamamis ve unutulmaya baglanmig bu el
aletlerini tanimlayabilmek, isimlendirebilmek ve bilim-
sel bir yontem izleyerek literatiire kazandirabilmek i¢in
uygun yontemlerden biri morfolojik, yani bi¢imsel tipo-
lojiydi. Genellikle mimari ve arkeolojide kullanilan bu
yontem, objelerin fiziksel 6zelliklerine gore siniflandiril-
mast i¢in tercih ediliyor. Bu yéntemi, Anadolunun iig el
aletine uygulayabilmek i¢in alt1 aylik bir siireg igerisinde
ornekler topladim, fotografladim, konu ile ilgili hi¢bir
yayina ulasamadigim i¢in kisa seyahatler yaparak s6zel
kaynaklardan bilgi edindim. Aletlerin temel bigimsel
ozelliklerini belirledim ve 6rneklerin 6l¢iilerinin orta-
lamast ile sonuca, yani tipolojik tasarimlara ulagtim. Bu
tasarimlarin arsivlenebilir ve kullanilabilir olmasini sag-
lamak i¢in elde ettigim verileri, 3B modeller hazirlayarak
paketledim. Kitabin tipoloji sayfalarinda bulabileceginiz
URLler ile indirilebilir icerige ulasabilir; buicerigi kul-
lanabilir, igleyebilir ve dagitabilirsiniz.

Homo faber: The person who produces and constructs.
Thus, the person who uses tools.

With their forms being fairly changed since the early
ages, hand tools have been the sources of communication,
sociology and industry. Throughout history, every craft
has created its own hand tools and most of them have be-
come the symbols of these crafts. As for the crafts, they've
created and are still creating their own industries. Hand
tools of Anatolia, which disappeared completely or be-
came scarce mostly due to the challenges of production,
imports and business lines that lost significance, vanish
with their forms and functions. The gradual decrease in
the number of hot iron craftsmen and the lack of stan-
dardization practice in the cultural products cause these
objects to vanish quietly. Anatolian axe, crook-tipped car-
pet scissors and Anatolian shoeing hammer, which are for-
mally different from their foreign counterparts, are three
historical products made me aware of this cultural loss.
In today’s world, when small and middle size production
gain importance, cultural products influence actual design
and described as the “The New Industrial Evolution’ by
the Maker Movement which supports individual produc-
tion, the sentimental value of local hand tools cannot be
underestimated.

There is no consistent and valid Turkish terminolo-
gy for the physical parts of the hand tools in this book.
Creating a natural terminology was not possible because
of the existing few verbal sources that differ according
to the dialect someone is familiar. That’s why I preferred
compiling the terms in the book from consistent English
sources and adapt them to our language. The best way to
transfer the physical characteristics of the objects to the
reader was archaeologic illustration. I chose and photo-
graphed three tools which differentiate formally in their
own groups. Then, I prepared illustrations on 1:1 scale by
taking these photographs as a reference.

As my choice among traditional methods, stippling
technique was suitable for transference of high details by
only using a pencil. This technique not only visualizes the
structure of forged steel but also makes me feel like I can
reflect the respect T have for hot iron craftsmen of Anatolia
who are the true owners of this position because it takes
along time to do it.

One of the proper ways to be able to identify, designate
and bring these nonstandard and almost forgotten hand
tools into literature by following a scientific path is mor-
phological, meaning formal typology. Generally used in
architecture and archacology, this method is preferred
for classification of objects according to their physical
characteristics. To apply this method to these Anatolia’s
hand tools, I collected samples, photographed them and
collected information from verbal resources by making
little trips because I couldn’t reach any publication on this
specific subject. I identified the main formal characteris-
tics of the tools and reached the result, in other words;
typological designs through the average of samples’ sizes.
To make these designs available for archiving and using,
I packed the collected data by preparing 3D models. You
can reach the downloadable content via the URLs in the
pages of the book on typology pages; you can use, imprint
and distribute this content.

Balta, makas, jekiy

BALTA, MAKAS, CEKIC EXHIBITION VIEW
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Ortak caligsma alanlary, islikler, atdlyeler, sokak
Common working areas, ateliers, workshops, street

Uriin tasariminda; 3D ve 2D modelleme ve gérsel iiretme programlari, analog cizim
geregleri, teknolojik veya yeniden islevlendirilebilir atil malzemeler, gesitli atdlye
el aletleri ve tezgahlar1. Proje yiiriitiimiinde; online, ortak proje takip yazilimlari,
ortak calisma mekanlar1. Prototip olusturmada; cesitli atlye el aletleri ve tezgahla-
r1, teknolojik veya yeniden islevlendirilebilir atil malzemeler, organik malzemeler,
materyal analiz destekgisi laboratuvarlar, ortak caligma mekanlari, kamusal alanlar
Manuel and digital devices/channels used in product design: 3D and 2D modeling and

visualization programs, analogue drawing tools, technological or reusable inert materials,

various workshop tools and counters. In project execution; online, collaborative project

tracking softwares, collaborative workspaces. Prototyping; various workshop hand tools

and counters, technological or reusable inert materials, organic materials, laboratories

supporting material analysis, collaborative workspaces, public spaces

www.design-trak.com

-trak bir inisiyatif, bir kolektif; resmi diinyanin gereksi-
nimlerince olugmusg tasarim ve mimarlik firmasi.

-trak adi altinda gergeklestirdigimiz yapma pratik-
lerimizden bahsederken, ne biz katkicilarin ¢ogunun
mesleki formasyonu olan ‘mimar’li1, ne de yeni diin-
yanin adlandirdig: gibi ‘maker’ titrini ismimizin bagina
getirmiyoruz, getirmeye de gerek var mi1 bilmiyoruz. Bu
kiltiirlerin/pratiklerin ikisinden de beslenip etkilesime
actk mekanlar, birimler, nesneler tasarladigimizi ve liret-
tigimizi biliyoruz.

-trak; hikayeleri ve dongiisel senaryolari ile fiziki bir
iiretimden 6te, sistemler tasarliyor. Malzemesinin geldigi
yer, iiretimi esnasinda harcattig1 zaman, depolanabilme
getirileri, bir kurulum kilavuzu ile desteklenen tekrar
kullanma senaryolari, kullanicisina diktatif olmak yeri-
ne tiim kullanim olasiliklar: bittiginde ayrigabilme ka-
rakteri kazandirmay1 hedefliyor. Tugge Karatag ile 2017
gelistirdigimiz ve ilk kurulumunu Kopenhag’daki City
Link Festivalinde gergeklestirdigimiz Urban Matters
Hub projesi, sokakta sectigi bolgeye yerlesip kullanici-
sinin ihtiyaglarina gére kendini doniistiirebilen sisme bir
stritktiir. Kullanma kilavuzlari ile son kullanicisinin yeni
sistemler dogurmasini destekliyor ve hizmeti bitince de

cevreye iz birakmadan kayboluyor.

Mobil, modiiler, gegici elemanlar kullanan ve tekdii-
zelesen senaryolara ve mevcut durumu sorgulatan tasa-
rimlara egiliyoruz. SanalArc yiiriitiiciiligiinde gergek-
lestigimiz Bomontiada Making Place, tarihi bira fabrikasi
avlusunun agamali bir sekilde kullanima a¢ilmasini he-
defleyen bir proje. Paletlerden ve iskele malzemelerinden
yiikselen sahne, bahge ve oturma fonksiyonlari saglayan
béliicii bir duvar yaratiyor. 2015’te baglanan projenin
3. agamasi olan duvar striiktiirii hala Bomontiada’da
kullaniliyor.

Hizla degisen kiiltiirii, ani ivmelere sebep olacak
geriye ¢ekme hamlelerinde bulunmadan; kullanicinin
rutinine uyarak diizenliyor ve yavaglatmayi hedefliyo-
ruz. Kullanicisina mekani sahiplendirmeyi hedefleyen
Bogada projesinde oldugu gibi. -trak, Todo por la Praxis,
Herkes Icin Mimarlik ve Onaranlar Kulubii’niin yiiriitii-
cliliigiinde, Kadikéy Boga Meydanrnda gergeklestirilen
projede, katilimcilarla beraber tiretilen kent mobilyalari;
yine katilimcilarla beraber yerlestirilip, peyzaj diizenle-
meleri yapilarak Eyliil 2017°de kullanima agild1.

2011 y1lindan beri 100’{i agkin proje tamamladigimizi
goriiyoruz. Bugiin hala her birinden ilk giinkii heyecanla

bahsedebiliyor, iizerine tekrar tekrar tartigabiliyoruz.
Yillar i¢inde, bu yiiz projenin bir kisminda kendimizi
kullanilagelen malzemeyi sorgularken, diger kisminda
ise kullanicinin sahiplenme senaryolarini sorgularken
bulduk. Geriye doniip projelerin karakterlerini ¢ikar-
digimizda ortak bir metodolojiye hakim olduklarini,
-trak olarak ortak diisturlarla hareket ettigimizi, ma-
nifestosunu gozettigimiz bir liretim prensipleri dizisi
olusturdugumuzu gordiik.

Yeni diinya bize istedigi hitapla seslenebilir. Ismi-
miz her ne olursa olsun, ortamin kendi agirisina kagtig:
noktalar1 dengelemek i¢in dogdugumuzu diisiiniiyoruz.
Neyin onarima ihtiyaci oldugunu anlamaya yonelik sor-
gulayici ve onariciyiz. Neoliberal {iretim sistemlerinin
yayginligina ulasamayacagini bildigimiz iiretim teknik-
lerimizin, iiretim konjonktiiriince ana yéntem olarak
benimsenecegini diisiinmiiyoruz. Belki de tekil nesne
dretimi ve 6znel tiretim hi¢bir zaman kitle iiretiminin
yerine gecemeyecek. Bir giin kapital sistemlerin ¢oke-
cegi bir gelecege varilirsa, hayatta kalma kaslarimizin
kuvvetli olacagini sanarak, bu konuda pozitif kalmay:
tercih ediyoruz.

-trak is an initiative, a collective design and architecture firm
formed by the needs of the official world.

When we talk about our practices that we have done under
the name of -trak, we use neither the ‘architect’'ure title before
our names nor the ‘maker’, and we don’t know whether it is
necessary to use one of them or not. We know that we are de-
signing and producing open spaces, units, objects; all feeding
and interacting with both of these cultures/practices.

-trak; designs systems beyond physical production, with
stories and circular scenarios. Instead of being dictatory, the
re-usage scenarios supported with the place where the material
comes from, the timeframe during the production, the stor-
age yield and a setup guide; aims users to gain the character
of decomposition when all possibilities of usage are over. The
first installation of the Urban Matters Hub project we have
developed with Tugge Karatag in 2017 was held at the Cizy
Link Festival in Copenhagen, and it is an inflatable structure
that can be settled on the street and transform itself according
to the needs of its users. With the user guides, it supports its
end user to give birth to new systems and disappears without
leaving a trace when its service is over.

We try to create scenarios that use mobile, modular, tem-
porary elements and that gets monotonous, and we also try to

design to question the current situation. Bomontiada Making
Place, a project we run with SanalArc, is aims to bring the his-
toric brewery patio into use gradually. The stage, rising from
pallets and scaffolding materials, creates a dividing wall that
provides gardening and seating functions. The third phase of
the project which started in 2015, wall structure, is still being
used in Bomontiada.

Without sudden accelerations and going back; we aim to
regulate the rapidly changing culture according to the user’s
routine and slow down. As in the Bogada project, which aims
to encourage users to own the place. This project is taking place
in Kadikdy Boga Square, and is executed by -trak, Todo por
la Praxis, Herkes Igin Mimarlik and Onaranlar Kuliibii. The
urban furniture produced by the participants, were placed
together with the participants again and the project was es-
tablished in September 2017.

Since 2011, we have completed more than 100 projects.
Today we can still talk about each one of them as excited as we
were on the first day, and we can discuss over and over again.
Over the years, in some part of these 100 projects, we have
found ourselves questioning the material used, while ques-
tioning the ownership scenarios of the users in the other part.
When we go back and look at the characters of the projects, we

BOGADA PROJECT, FOTOGRAF PHOTO BATU TEZYUKSEL

BOMONTIADA MAKING PLACE

see that they had a common methodology, that we acted with
common motives as -trak and we created a sequence of produc-
tion principles that took their manifestos into consideration.

The new world can call us whatever it wants. Whatever our
names are, we think that we were born to balance the exces-
sive points of the environment. We are inquisitive about what
needs to be repaired and we are reparative. We do not think
that our production techniques, which cannot reach the prev-
alence of neoliberal production systems, will be adopted as the
main method by the production conjuncture. Maybe singular
object production and subjective production will never replace
mass production. If one day the capital systems are to collapse,
we prefer to remain positive in this regard, assuming that our
survival muscles will be strong.



VitrA Plural

Gelenceksel mekani bugiine terciime etmek

“Paylagilan banyo mekanlarinin giincel bir versiyonu

olan Plural koleksiyonu, banyo deneyiminin yeni ve

modern bir ritite]l haline gelisini kutluyor. Ben buna

‘paylagilabilir yakinlik’ demeyi tercih ediyorum.”

Terri Pecora

Yasam alanlarinda sinirlarin ortadan kalkmasiy-
la birlikte, her birey mekanin i¢erigini kurgulamada
daha aktif bir ‘profesyonel-tiiketici’ rolii kazanmaya
baslad1. Bugiin, global tasarim tartigmasi, kullani-
c1y1 kendi ile yeniden bag kurmasina cesaretlendi-
recek daha demokratik bir zemine dogru evriliyor.

Giincel kullanici aligkanliklar gergevesinde;
VitrA, Milano’da ¢alismalarini siirdiiren tasarimci
Terri Pecora ile gergeklestirilen, geleneksel banyoyu
yeniden yorumlayan koleksiyonu Plural’1 sunuyor.

Bu y1l Plural, Salone del Mobile’de sergilenecek.
Iyilesmeyi ve banyoda gegirilen zamani kutlayan
Plural koleksiyonu, ortak banyo alanlarindaki riti-
ellerin mirasindan ilham alarak, banyoyu insanlarin
bulusabilecegi ve kendileriyle, aileleriyle ve arkadas-
lariyla bag kurabilecekleri bir sosyal merkez olarak
ele aliyor.

Plural koleksiyonu, banyoyu evin yeni kalbi ha-
line getirerek enformel bir yasam alani yaratmayi
amacliyor. Terri; tasarimlarinda organik sekillerde,
coklu kombinasyonlarla birlestirilerek kisisellesebi-
len bir diizen yaratiyor. Normalde banyoda kulla-
nilmayan nétr renk paletine ve ahgap bitislere sahip
triinler, ev hayatinin sicakligini banyoya tasiyor.

VitrA’nin, Milano’da ¢alismalarini siirdiiren
Amerikali tasarimei Terri Pecora ile olan igbirligi,
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geleneksel banyoyu yeniden yorumlamayi amagliyor
ve mekana yeni kullanim gekilleri 6nermeye tesvik
ediyor. Koleksiyonun en 6nemli 6zelligiyse, gesitli
iriin parcalarini bir araya getirerek farkli renk ve
boyut konfigiirasyonlar: ile mekana dinamizm ka-
tabilmek. Ayrica bazilavabolar yeniden gruplanarak
mekanin ortasina yerlestirilebilir ve ortak banyo
alanlarindaki gibi birlikte kullanilabilir.

Koleksiyon ii¢ adet yenilikgi gider ¢6ziimii de su-
nuyor - bir tanesi seramik lavabolarin duvara farkl
acilarda yerlesebilmesini saglayarak kullanicilarin
baskalariyla yiiz yiize gelebilmesini ve onlarla ileti-
sime girebilmelerini sagliyor. Ikinci tasarim spesifik
olarak lavabolarin acgik banyo kullanimlarinda te-
miz ve minimal bir goriintii ile yerlestirilebilmesini
sagliyor. Ugiincii tasarim ise kolona monte edilecek
kisimlarin genelde kullanilan 90 derecelik agilar ye-
rine serbest agilarda iiretilebilmesini sagliyor.

Koleksiyon ayrica iki adet ayna tasarimi da igeri-
yor - bir tanesi dikey ve iki lavabo arasinda déndii-
riilebiliyor, ikincisi ise yatay ve duvara tek bir yerden
monte edilerek farkli agilarda déndiiriilebiliyor ve
coklu gériis acis1 sagliyor.

“VitrA olarak banyo ritiielinde

son donemdeki gelismelere

cevap verebilecek bir metodoloji
gelistirmek istedik. Uriinler yerine,
banyoda gecirilen zamana ve mekan
ile nasil bir entegrasyona girildigine
odaklandik. Bu aragtirma bizi
Plural koleksiyonunda, banyoyu bir
sosyal merkez olarak ele alan Terri
Pecora ile ¢caligmaya yoneltti.”

Erdem Akan, VitrA Tasarim Direkeori

“The Plural collection celebrates a
new modern ritual, a contemporary
version of shared bathing spaces.

[ like to call it ‘shared intimacy’”
Terri Pecora

As the boundaries between living spaces disappear, the indi-
vidual plays with the content of the space as she/he becomes
amore active ‘prosumer’. Today, the global design discussion
is shifting through a more democratic ground by encouraging
user to reconnect with their innerselves.

In the scope of contemporary consumer habits, VitrA
launches Plural, a new bathroom collection reinterpreting
the traditional bathroom lay-out, created in collaboration
with Milan-based designer Terri Pecora.

Plural will be unveiled at Salone del Mobile this year.
Celebrating wellness and the joy of spending time in the
bathroom, Plural is inspired by the heritage of communal
bathing spaces and rituals, introducing the bathroom as a
social hub where people meet and reconnect with themselves,
their close friends and family.

The Plural collection presents the bathroom as an infor-
mal living space in its own right by making it the new heart
of the home. Terri has conceived organic-shaped design cle-
ments that can be used in multiple combinations to form a
personalised intimate setting. The neutral colour palette and
wood finishes, which are not usually seen within a bathroom
environment, bring a sense of warmth and domesticity.

VitrA’s collaboration with Milan-based American de-
signer, Terri Pecora aims at reinterpreting the traditional
bathroom lay-out and encourages new ways of utilising the
space. A key feature is the layering and grouping of different

furniture pieces that enable them to work together in over-
lapping heights, colours and dynamic configurations. Some
of the basins can also be regrouped at the centre of the room
asa contemporary nod to the communal basins used in public
washing spaces.

The collection introduces three innovative syphon solu-
tions - one allows the ceramic basins to be placed at various
angles as an alternative to the conventional positioning by the
wall, encouraging users to face each other and engage with
their surroundings. Another has been designed specifically
to enable washbasins to be mounted in an open bathroom
space while retaining a clean and minimalistic look. The third
allows for the fitting of column basins at free angles in the
room instead of the more common 90° angle to the wall.

The range also includes two mirrors - one is vertical and
can rotate between two basins, while the other is horizontally
shaped and angles towards the wall at one end for multiple
positioned viewing.

“At VitrA, we wanted to create a new

methodology that responds to the

recent evolution of the bathroom ritual.

We focused on the time spent in the
bathroom and our interaction within
the space rather than the products.
This investigation led us to work with

Terri Pecora on the design of the Plural

collection, which reinterprets the
bathroom as a social hub.”
Erdem Akan, Design Director, VitrA
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