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Bir Hazine Dairesi
Olarak Gelenek

Giincel tasarim kiiltiiriintin en cetrefilli
konularinin basinda, gelenekle
hesaplagma ve ge¢misten gelen kiiltiirel
birikimin simdiki zamanla iligkisi
geliyor. Ister gelenegin muhafazakar
bir aidiyetle 6zdeslestigini diisiinen
bir 6nyargidan kaynaklansin isterse de
tiretim-tiiketim iligkilerinin teknoloji
temelli bir seri tiretim kisirdéngiisiine
hapsolduguna inanan bir mazeretten
beslensin, Tiirkiye tasarim kiltira
gelenegi hala viicuduna alisabilmis
degil. Son yillarda giderek artan bir
merak uyanmis olsa da, bu konuda
atilan adimlar iyi niyetli birka¢
girisimin 6tesine heniiz gecebilmis
degil. Usta-kalfa-cirak bagliligindan
beslenen, el is¢iligi ve atdlye ruhunu
yasatan, malzeme ve uygulama
tekrarini merkez alan geleneksel
birikim, glinimiiz tasarim kiiltiiri
tarafindan ¢agdas bir yaklasimla tam

anlamiyla degerlendirilmedi.

Toplumsal ve siyasi kosullarin biiyitk
kopus ve kirilmalarla sekillendigi,
tiiketim aligkanliklarinin baskin bir
kiiresel tek tiplilikten beslendigi bu
cografyada, gelenegin barindirdig:
potansiyeli kesfetme umudunun son
yillarini yagadigimizi 6ne siirmek,
eksik ve yanli bir degerlendirme
olmaz. El is¢iligi ile tiretimini
stirdiiren atélyelerin ¢ogunun giderek
azaldigini ve kapandigini biliyoruz.
Usta-kalfa-cirak bilgi ve tecriibe
paylagiminin bittiginin, var olan
atolyelerin agkla meslegine bagl, yiice
goniillii bir avug insan tarafindan
inatla stirdiirtildigiiniin, gegmisten
gelen pek ¢ok teknik ve uygulamanin
kisa siire igerisinde unutulacaginin
farkindayiz. Baba meslegini stirdiiren
birkag iyi niyetli girisimin disinda,

meslek odalarinin kismi ve kisa vadeli

¢ozlimlerle yasatmaya calistigi el
sanatlarimiz, yakin dénemde iyiden
iyiye unutulmus olacak. Bu alanda
saglanan desteklerin de belli basl
konu ve malzemelere odaklandigini
g6z ontine aldigimizda, gelenegi temsil
eden farkli kimlikteki pek ¢ok at6lyenin
yasama sans1 kalmadigini gériiyoruz.
Bir zamanlar tiim Tiirkiye cografyasina
tiriin gonderebilen, Osmanli saray1
gibi yiiksek standart ve begeniye
hizmet edebilen Istanbul atélyelerinin

kapandigini tzilerek izliyoruz.

Tiirkiye'nin ilk 6zel modern ve
¢agdas sanat miizesi olarak 2004
yilinda kurulan Istanbul Modern
catist altinda hayata gegen “Istanbul
Modern Zanaat, Sanat ve Tasarim
Platformu” ge¢mis ile simdiki zaman
arasinda bag olusturacak projeler
kurgulamayi, gelenek ile giincel
tasarim ve sanat uygulamalarinin
birlikte iiretebilecekleri bir fikir ve
¢alisma ortami olugturmay1 amagliyor.
Disiplinlerarasi yapisiyla bu platform,
Istanbul’un kiiresel rekabet giiciinii
arttirmaya yonelik katma deger
yaratan projeler gelistirmeyi, akademik
caligmalara katkida bulunmayi ve

her yas grubundan izleyicilerin

farkl: etkinlikler araciliiyla

yaratici endiistriler konusunda
bilinglendirilmesini hedefliyor.
Platformun ilk projesi bes zanaatkar/
el sanatlar1 ustasi ile beg tasarimei/
sanatciy1 bes malzeme {izerinden bir

araya getiren “Zanaattan Tasarima”

Bu proje vesilesiyle Istanbul’'un

koklii ama unutulmaya yiiz tutmus
zanaat ve el sanatlar1 gelenegini
gliniimiiz tasarim ve sanatinin giincel
yorumuyla bulusturarak gecmisi
gelecege tagimay1 amagliyoruz.

Proje ayn1 zamanda tasarimcilar ve
sanatcilara zanaatkarlarla ¢aligma

ve birlikte tiretme firsat1 vererek

karsilikl: tecriibe paylasimini mimkiin

kilmakla kalmiyor, ¢ikan iiriinlerin
miizenin tasarim magazasinda
sergilenmesini ve bir sonraki adimda
hem tasarimci ve sanat¢ilar hem de
zanaatkérlar i¢in bir iiretim ekonomisi
olusturmanin imkénlarini arastirryor.
Elbette biitiin bu siirecin adimlari,
paylasilan tecriibeler, gerceklestirilen
prototip ve 6n ¢aligmalarin sonrasinda
bitmis tiriinler, miizenin tasarim
koleksiyonunun bellegini ve ilk

orneklerini olusturuyor.

Tiirkiye'nin sanatsal
yaraticithgini kitlelere
ulastirmak ve kiiltiirel kimligini
uluslararasi sanat ortamiyla
paylasmak amaciyla kurulan
istanbul Modern, sanat ve
zanaati bir araya getiren bu
platformla, misyon edindigi
disiplinlerarasi yaklagimi
siirdiiriiyor. 2010 yilinda
Avrupa Kiiltiir Bagkenti
projeleri kapsaminda
gerceklestirdigimiz
"Gelenekten Cagdasa” adli
sergimizden sonra, kiiltiirel
degerlerimizin giincel
yorumlarla simdiki zamana
tasinmasi sorumlulugumuzun
yeni bir adimini “Zanaattan
Tasarima” ile devam ettirmis
bulunuyoruz.

Istanbul Kalkinma Ajans1 2015 yili
Yaratic1 Endustrilerin Gelistirilmesi
Mali Destek Programi kapsaminda
hayata gecen projede tasarim
danigmanimiz Erdem Akan’a,
tasarimci, sanat¢i ve zanaatkarlarimiz
Fatma Ayran, Gamze Araz Eskinazi,
Hatice Gokge, Atilla Kuzu, Adnan
Serbest, Seyhun Topuz, Battal Yakut
(Beto Usta), Sezgin Yal¢in ve Ekrem
Yal¢indag'a ve Istanbul Kalkinma

Ajansrna tesekkiirlerimi sunuyorum.
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Tradition:
A Treasury

Coming to terms with tradition and
reconciling cultural heritage with present
conditions is a crucial and challenging
issue in design today. Turkey’s present
design culture does not feel comfortable
in its own skin, which may be a result

of the prejudice of identifying tradition
with conservatism, or the false belief that
today’s production and consumption
relationships are trapped in a vicious cycle
of technology-based mass production.
Although recent years have witnessed
increased interest in this matter, the
ameliorative efforts made so far have
been little more than well-meaning
attempts. Turkey’s craft heritage, based
on the repeated use of certain materials
and practices and nurtured by committed
relationships among masters, journeymen
and apprentices, keeps the spirit of the
workshop and handcraft alive. But the
country has failed to positively exploit this

legacy.

Given that the social and political
conditions prevailing in this part of

the world manifest deep fractures, and
that the dominant global culture fosters
uniformity in consumption habits, there
seems little hope of revitalizing the
potential of the country’s traditions. We
are witnessing the demise of the master-
journeyman-apprentice relationship,
which once enabled the exchange of
knowhow and experience. Workshops that
have sustained handcraft production are
downsizing or closing altogether, and the
handful that remain only survive because
their owners work with perseverance

and devotion to their trade, since any
support given to them is targeted at a
narrow range of activities and materials.
And traditional techniques and practices
may soon die off. Handcrafts, kept alive

by a few well-meaning artisans who

carry on their family businesses thanks

to short-term efforts by trade chambers,
may soon vanish. We look on in sorrow

at the disappearance of workshops that
once exported goods across the country,
maintained extremely high standards, and
gained the appreciation of admirers such

as the Ottoman palace.

“Istanbul Modern Platform for Crafts, Art
and Design” was launched under the roof
of Istanbul Modern, which was founded in
2004 as Turkey’s first private modern and
contemporary art museum. The project
aims to build a platform for fostering
ideas and collaborations by uniting long-
established but fading craft traditions with
contemporary art and design. With its
interdisciplinary structure, this platform
aims to develop value-added projects to
boost Istanbul’s global competitiveness. At
the same time it contributes to academic
endeavors through various events
designed to raise awareness of creative
activities among audiences of all ages. In
“From Crafts to Design,” the first project
launched by this platform, five master
craftspeople working with five different
materials collaborate with five designers/

artists.

The project aims to to carry the past

into the future by giving designers and
artists the opportunity to collaborate
with craftspeople and exchange views
and experiences. We are exploring ways
of creating a new economy of production
that benefits all parties involved. The
resulting products will be featured in

the museum’s shop, and all stages of the
project—the prototypes and preliminary
designs, the end products, and records of
the shared experiences—will be acquired

by the museum’s design collection.

Istanbul Modern was founded
with the purpose of making
Turkey’s artistic creativity
available to large audiences
and sharing its cultural identity

with the international arts
environment. Through this
new platform, which brings
together the arts and the crafts,
the museum stays true to the
interdisciplinary approach that
is part of its mission. Following
on from the “From Traditional
to Contemporary” exhibition,
which took place in 2010 as
one of the European Culture
Capital projects, we present
“From Crafts to Design” as

the next step toward fulfilling
our responsibility to carry
cultural values into the present
day through contemporary
interpretations.

We would like to extend our gratitude to
the following people who were involved in
this project, which was carried out within
the scope of the Istanbul Development
Agency 2015 Developing Creative
Industry Financial Support Program:

our design consultant, Erdem Akan; the
designers, artists, and craftspeople Fatma
Ayran, Gamze Araz Eskinazi, Hatice
Gokge, Atilla Kuzu, Adnan Serbest,
Seyhun Topuz, Battal Yakut (Master
Beto), Sezgin Yal¢in and Ekrem Yalgindag;
and Istanbul Development Agency.
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ERDEM AKAN
TASARIM DANISMANI
DESIGN CONSULTANT

iISTANBUL MODERN MAGAZA
ISTANBUL MODERN STORE

Tiirkiye'nin ilk 6zel modern ve ¢agdas
sanat miizesi olarak kurulan Istanbul
Modern ¢atist altinda ve Istanbul
Kalkinma Ajansr'nin destegi ile hayata
gecirdigimiz “Istanbul Modern Zanaat,
Sanat, Tasarim Platformu”nun bu

ilk projesini ideallerin ve simdinin

pencerelerinden sorgulamak istiyorum.

idealler
Seri tiretimin verimliligi sagladig1 bir
ortamda bir usta ile caligmanin anlami

nedir?

Dogasi geregi is diinyasi igin, “karli
olanin degeri vardir”; tasarimsal
diistince bigimine gore ise “degeri

olan karlidir”. Bagar1 bu iki yaklagimin
birbirini desteklemesi ve dengelemesi
ile miimkiindiir. Bu dengede tasarimin
ideali, deger yaratmaktir. Tasarimcinin
rolii de; degerleri anlamak, yeni
yesermekte olan degerleri desteklemek
ve kaybolmakta olanlari siirdiiriilebilir
kilmak i¢in ¢aligmaktir. Teknik
sartnamelerin, rekabetin, biitcelerin
ve giindelik kogusturmalarin arasinda
bizler -6liimli tasarimcilar- i¢in bu

idealleri unutmak isten degildir.

Proje bu baglamda; durmak, hatirlamak
ve ustaligin degerini goriiniir kilmak

i¢in bizlere giiglii bir firsat sunuyor.

Simdi

1990’larin sonlarindan beri ¢aligtigim
tasarim stiidyolarinda, hayranlik
uyandiran {i¢ boyutlu yazicilarin ilk
ticari versiyonlar1 vardi. O yillarda
fiyat1 nedeniyle kisitli bir ¢evrede,
sadece profesyonellere a¢ik olan bu
teknoloji, bugiin olduk¢a yaygin.
Bu teknolojiyle, insan aklinin hayal
edebilecegi ve matematiksel olarak
modellenebilen her sey i¢in kod
olusturup evinizin konforunda
masanizin {izerinde katman katman

yazdirabiliyorsunuz.

Oyleyse, tam da bu dénemde bir usta

ile ¢caligmanin anlami nedir?

Nesnelerin niteligi, ona konulan akil
ile dogru orantilidir. Ama insan sadece
akli ile diisiinmez. Uriin kiiltiirii s6z
konusu ise, “kodlar” ytizyillardir usta

ellerde olusuyor.

Ellerimiz zamanla 6grenir;
beceri kazanir, akillanir. Bu,
biraz da bedene ait bir diisiinme
bicimdir; aklin igleyisinden
farkhdir. Nasil ilham almak icin
dogaya bakmaya ihtiyacimiz
varsa, lretmek icin de saf

aklin 6tesinde, ellerimize de
ihtiyacimiz vardir.

Proje bu baglamda usta ellerin ve usta
akillarin birlikte tiretmesi i¢in giiclii bir

firsat sunuyor.

Projenin ilham vermesini diliyorum.
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I want to probe this first project of the
“Istanbul Modern Platform for Crafts, Art
and Design”—in collaboration with the
Istanbul Development Agency and under
the roof of Istanbul Modern, Turkey’ first
modern and contemporary art museum—
through an idealistic and contemporary

point of view.

Ideals
What is the point of working with
a craftsperson in an age when mass

production offers efficiency?

The nature of a commercial outlook values
what is profitable; the design conviction,
on the other hand, implies that profit will
follow value. Success is possible only if
these two approaches support and balance
each other. Design’s ideal here is to create
value. And the designer’s role is to perceive
and support blossoming value, and to
strive toward sustaining value that is
endangered. Between technical guidelines,
competition, budgets, and daily concerns,
it is all too easy for us—mere mortal

designers—to lose sight of these ideals.

To this end, the project offers a strong
opportunity to pause, remember,
and uncover the intrinsic value of

craftsmanship.

Now

The design studios I've worked at since
the end of the 1990s had the earliest
commercially available versions of those
awe-inspiring 3D printers. Whereas back
then they were prohibitively expensive
and thus out of reach for all but a few
professionals, they are very accessible
today. With this technology one can
create copies, layer by layer and in the
comfort of home, of anything the human
mind can conjure up and that can be

mathematically modeled.

If so, right at this moment, what is the

point of working with a craftsperson?

The essence of an object is directly
correlated with the thoughts afforded to
it. But people don’t think solely with their
minds. When it comes to product culture,
the “codes” have been shaped at the hands
of craftspeople for centuries.

Our hands learn, acquire skills,
and become smarter over time.
In a way this is the mind of our
bodies; it is different from our
intelligence. Just as we need to
turn to nature for inspiration, we
need more than just our minds
in order to make. We need our

hands.

To this end, the project offers a strong
opportunity for expert hands and expert

minds to collaborate and create products.

I hope this project becomes an inspiration.
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21. Yiizyil Tirkiyesi'nde
Tasarim ve Zanaat Manifestosu

Girig: Osmanli Déneminde Lonca
Teskilat1 ve Teskilatin Bugiinkii
Miras1

Osmanli doneminde zanaat faaliyetleri
hayli kat1 bir lonca tegkilatinin
denetiminde yuriitiilmekteydi. Kimin
neyi hangi miktarda iiretecegine ve
trtinlerine ne paha bicecegine karar
verenler, hitkiimet yetkilileriyle isbirligi
hélinde hareket eden loncalard1.
Loncalar toplum diizeniyle de yakin
iligki i¢indeydi; ¢ogunlukla el isi
tiretimin diizenlenmesinden sorumlu
olanlar ya bu gérevi miras yoluyla
edinmis olurlardi ya da bu gorev belirli
bir etnik koken, topluluk, grup veya
dinin mensuplarina verilirdi. Osmanl
donemi lonca tegkilat: konusunun

en saygideger uzmanlarindan

tarihg¢i Suraiya Faroghi, loncalarin
birbirleriyle, dini vakiflarla ve
hikiimetle iligkilerinin bir ¢esit 6zel
ticari haklar sistemi olan gedik usulii
cercevesinde diizenlendigini anlatir.
Ticari faaliyetlerle hitkiimet ve kentlilik
arasindaki bu baglantiy1 vurgulayan
Faroqhi, “gediklerin ortaya ¢ikis1 ve
giderek daha fazla ragbet gérmesinin”
zanaatkarlarin belli bagh dini vakiflara
ait kolektif ticari yapilar tizerinde uzun
vadeli ve bir sonraki kusaga miras
birakilabilen kullanim haklarina sahip
olmalariyla iligkisini aciklar. “Ustelik,
bu fikir, kentlerde karisikliklarin
yasandig1 bir donemde hangi

zanaatkarin hangi ditkkani veya at6lyeyi islettiginin bilinmesini son derece 6ncelikli
bilgi olarak géren Osmanli makamlarinca da hevesle benimsenmistir”. Osmanli lonca
teskilati, degisen sartlara uyum saglamaya elverisli ve esnek bir sistemdir. Tegkilatin
dinamikleri uzun vadeli oldugu gibi mimari ve kentsel kimligi isyeri ve atélye
odaklidir. Loncalarin bu derece uzun 6miirlii olmasinin sirr1 Osmanlr'nin toplumsal,
kentsel ve hitkiimet dinamiklerince igsellestirilme bicimindedir. Sistem, sekil
degistirmekle birlikte, Balkanlardan Arapg¢a konusgulan {ilkelere uzanan ve cografi
agidan birbirinden epeyce fark: bulunan bélgelerde 6mriinii devam ettirebilmistir.
Loncalar toplum, ekonomi ve hiikiimetin bir parcasi haline getirilmelerinde

izlenen yol sayesinde yirminci yiizyilda Tirkiyede kapitalizmin baslangicina degin

varliklarini stirdiirebilmis, toplumsal degisikliklere uyum saglayabilmislerdir.

Lonca tegkilatinin mirasinin giiniimiiz Tiirkiyesi'nin ¢agdas ticaret ve zanaat
ortaminin énemli bir unsuru oldugunu séylemek miimkiindiir. Cagdas Tirkiye
kiiltiirii ¢ercevesinde ticaret ve zanaat faaliyetlerinin ne sekilde ytriitildigiinin
anlagilmasinda toplumsal, etnik ve kentsel baglantilarin kurulmasi hayli 6nem
tagir. Loncalar giinimiiziin her zanaat faaliyetine iliskin karar mekanizmalarinin
bir pargasi olmasalar da, gesitli ticaret dallarinin kentlerin belirli bolgelerinde
gruplagmis olmalarinda lonca tegkilatinin mirasinin izleri siiriiliir. Ustelik aile
baglari ve cografi baglantilar Sneminden bir sey kaybetmis de degildir. Istanbulda
Sishanede yogunlasan aydinlatmacilar, Umraniye mobilyacilar1 ve Kartal'daki
mermerciler belirli bir bélgede faaliyet gosteren, birbiriyle baglantili zanaatkar
gruplarinin halen varlik gosterdiginin birer 6rnegidir. Lonca teskilatinin siirekliligi
ve bunun beraberinde getirdigi toplumsal dayanigma, 6zellikle fiziksel ve kentsel

agidan digavurumlarina bakildiginda, hakiki oldugu kadar faaldir de.

21. Yiizy1l Tiirkiyesi’nde Tasarim ve Zanaat Manifestosu

Zanaat binlerce yildir Tiirkiye ve Anadolu topraklarimin maddi kiiltiiriinde ¢ok
6nemli bir rol oynamuistir. Yirminci ylizyilin ortalarina kadar yerel zanaatkar ve
ustalarin yaptiklari nesneler ve geregler giinliik yagsami kolaylastiran araglarin
baginda gelmistir. Agirlikli olarak bir tarim toplumu olan Tiirkiye, ulagim
araglarindan ev iglerinde ve ciftgilikte kullanilan arag-gerece kadar el ustaligina
bel baglamistir. Tiirkiyede 1950’lerden itibaren goriilen sanayi {iretimine kayma
egiliminin zanaatkarlar tizerindeki etkisi, kirsal hayat tarzindan kentsele gegisle de

birlesince hayli sarsic1 olmustur.

21. yiizyil Tirkiyesi biiyiik 6lgiide kentlesmis ve sanayilesmis bir toplumdur.

Her ne kadar bigim degistirmis olsa da, el ustalig1 kiltiiri 6zellikle kentlerde

her seye ragmen varligini siirdiirmektedir. $ehirlerde kisi ve kuruluslara yonelik
nesneler tireten at6lye kiiltiiriiniin kokeni, iilkenin modernite ve sanayilesme
oncesi zamanlarina dayanmaktadir. Tiirkiye ekonomisinin ve kiiltiiriiniin gelecegi,
kismen de olsa, bu kent atélyelerinin el ustalig1 kiiltiiriintin giincel dijital tiretim
yontemlerinde uyarlanmasindadir. Eksik olansa bunu yaparken nasil bir yol
izlenecegini ve bunun “kentli bir iletisim dili” olarak digavurumunu agik segik

anlatacak bir manifestodur. Okudugunuz yazi iste bu manifestodur.

Zanaat/Yaratic1 Bilgisini Ge¢misten Giiniimiize Tasiyan bir Arag: Atolye
21. ytzy1l bag1 Tiirkiyesi'nin zanaatina yonelik manifestomuz hélihazirda geleneksel

bir el isi tiretimi sistematiginin var oldugu ger¢egiyle baslar. Bu ger¢eklik atdlyenin

A Manifesto for Design and
Craft in Turkey in the
Twenty-First Century

Prologue: The Ottoman Guild System
and Its Legacy

Craft in Turkey in the Ottoman

period was a highly controlled activity
administered by a strict guild system. The
guilds dictated who could make what,

at what price and volume, coordinating
these activities with government officials.
At the same time the guilds were tied
closely to the organization of society, as
the regulation of handmade production
was usually assigned on a hereditary basis
or associated with a particular ethnicity,
community group, or religious affiliation.
The leading authority on Ottoman
guilds, the historian Suraiya Faroghi,
describes how the guilds were organized
around exclusive trade rights known as
gediks that managed relations among
guilds, religious foundations, and the
government. Emphasizing this connection
between trade activity, governance,

and urbanism, she explains how the
‘emergence and growing popularity of
gediks had something to do with the long-
term inheritable tenure of many artisans
in the collective business structures owned
by major pious foundations. In addition
the idea was eagerly taken up by the
Ottoman authorities, who seemingly in

a time of urban unrest considered it a
matter of high priority to know which
artisans operated in which shops or
workplaces.” The Ottoman-era guild

was an adaptable and flexible system of
labor with long-term temporal dynamics
and an architectural and urban identity
centered on the workplace or workshop.
The manner in which these guilds were
embedded within the social, urban, and
governmental dynamics of the Ottoman
system ensured their longevity; they
continued in various forms through
Ottoman times in geographically disparate

locations, from the Balkans to the

Arabic-speaking areas. Their entrenchment within the economy, the community, and the
government allowed them to adapt to changes in society up through the twentieth century

and the emergence of capitalism in Turkey.

Today we can still speak of the legacy of the guild system in Turkey as an important aspect
of contemporary trade and craft. Social, ethnic, and urban connections are essential when
understanding how trade and craft activities are pursued in contemporary Turkish culture.
While craft activity is no longer determined by guilds, their legacy lives on in the manner
in which these trade groups are organized in clusters in certain sections of cities, with
family and geographic connections retaining importance. In Istanbul, for example, the light
fixture makers of Sishane, the furniture makers in Umraniye, and the marble workers of
Kartal are just a few examples of the lingering presence of bonded networks of craftspeople
operating in a common location. The continuity and social cohesion presented by the guild
system, especially in its physical urban manifestations, is a continuity that is real and

active.

A Manifesto for Design and Craft in Turkey in the Twenty-First Century

Craft has been central to the material culture of Turkey and Anatolia for thousands of
years. Up until the mid-twentieth century, objects and tools made by local craftsmen and
artisans were the primary means used to make everyday life easier. From transportation
modes to household utensils and farming equipment, the largely agrarian society of Turkey
relied heavily on handmade objects. The shift toward industrial production that started in
the 1950s, alongside the shift from rural to urban-based lifestyles, had profound effects on

artisans.

In the twenty-first century, Turkey is now a largely urban and industrial society. But
intriguingly, despite these changes, the culture of the handmade continues, especially in
the cities, albeit in a different way. The workshop culture in Turkey’s cities, producing
products and objects for individuals and businesses, has roots in Turkey’s premodern

and preindustrial past and is a unique venue for production and making. The future of
the country’s economy and culture partially lies in the adaptation of the culture of the
handmade found in these urban workshops to current means of digital fabrication. What
is lacking is a clear manifesto on how this should be done and its possible manifestation as

an “urban vernacular” This is that manifesto.

Atdlye as a Vehicle Transporting Craft/Maker Knowledge from the Past Into the
Present

Our manifesto for craft in Turkey at the beginning of the twenty-first century starts with
the reality that there is an existing traditional systematic for the production of handcraft.
This reality is centered on the continuing presence and efficacy of the workshop as an
organizational “tool” The workshop or atélye presents the opportunity to conceptualize

a vessel that has brought craft culture from the past into the present and portends
possibilities for the future. The atolye as a space is like the gedik of the Ottoman period: it is
a slot, a unit, where work can be performed at a particular scale (in most cases small), in a
specific place, in the midst of a network of colleague atélye working in a similar way. Social
and working relations are intertwined as well as competitive and collaborative relations

in the collections of atolye. As in the Ottoman period, the contemporary atilye are a
product of urban and social forces but now transformed into systems of shared knowledge.

Knowledge of techniques and materials is passed through the network of urban atolye as
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bir érgilitlenme “arac1” olarak siiregelen
varligini ve etkisini merkeze alir. Atélye
bir yandan bizlere zanaat kiiltiriini
gecmisten bugiinlere getirmis bir tagiti
kavramsallagtirma olanag1 verirken,

bir yandan da gelecege yonelik
olasiliklara isaret eder. Bir mekan
olarak atdlye, Osmanli doneminin
gedigini andirir: burasi, ayn1 meslek
dalinda benzer sekilde is yapan
atolyeler ag1 icinde, belirli bir 6lgekte
(siklikla kiigiik 6lgekte) ve belirli bir
yerde, is goriilebilecek bir birimdir.

Bir arada bulunan bu atdlyelerde
toplumsal iligkilerle is iliskileri;
rekabet ve isbirligi i¢ ice ge¢mistir.
Tipki Osmanlrda oldugu gibi giiniimiiz
atolyesi de kentsel ve toplumsal
giiglerin iirtiniidiir; ancak, bunlar
giniimiizde bilgi paylasimi sistemlerine
dontismistiir. Teknik bilgi ve malzeme
bilgisi kent atolyeleri aracilifiyla
iletilir; bilgiyi bir kusaktan digerine
aktaran da, yine, kent atolyeleridir.
Eski tekniklerini Tiirkiye'nin bugiiniine
uyarlayabilen atolyeler gegmisin
bugiinlere tasinmasinda etkin rol

oynamigtir.

Bir iiretim mekani olarak atélye
zanaatlarin farkh yollarla icra
edilebilmesini miimkiin kilar.
Atolye, bilginin bir iligkiler

agi Uzerinde ve karsilikh is
miizakereleri cercevesinde
yayginlastirilmasinda merkezi

bir rol listlenir. Bir dizi formel ve
enformel iletisim bi¢imi ve toplumsal
kuralin bir araya gelmesiyle olugsan

bu is iliskileri is ve toplumsalligin
birbirine karigtig1 bir nitelik edinmistir.
Bu durumu isgiiciiniin toplumun dogal
bir parcasi haline geldigi Dogu’ya

6zgili karma bir olgu olarak gérmek
mimkiindiir; bu, modernite dncesi
donemin loncalarinin etnik koken,

din ve aile iliskilerine dayali toplumsal
dayanigsma anlayisini akla getirir.

Tek farkla: bu iligkiler giiniimiizde
evcilleserek ortak kentsel alanlarda

birlikte yagsama anlayisinin bir araya

getirdigi esit bilgi iligkileri halini almigtir. S6z konusu kentsel alanlar bir kismi
organize sanayi bolgelerinde, bir kismiysa sehirlerin etrafindaki genis kayit dis:
yerlesim ve gecekondu bolgelerinde goriilebilen bilgi ve tiretim alan ve aglaridur.
Atolye, zaten seffaf olmayan malzeme bilgisini ve tiretim tekniklerini kayda
gecirmeyen, bunlarin so6zlii aktariminin zaman i¢inde yitip gidecek olmasindan
kaynaklanan bir bulaniklik icinde hayatin1 devam ettiren bir toplumun ayakta kalan

son “bilgi arsivleri’dir; bilgi atolyede toplanir ve saklanir.

Montaj ve Brikolaj

Gegmisin geleneginin giiniimiizde siirdiiriilebilmesini olanakli kilan atélye
tekniklerinin basinda montaj ve brikolaj gelir. Ahsap gibi dogal malzemelerle
yapilan bazi daha ayrintil el ustalig1 gelenekleri yok olmus olsa da; monte etme,
birlestirme ve yerlestirme gibi montaj teknikleri giiniimiiz Tiirkiyesinde zanaatlar
ve zanaatkarlar acisindan 6nemini korumaktadir. Bir nesne olusturulurken cok
sayida hiiner ve teknik arasindan bir se¢im yaparak cesitli gereglerin, alet-edevatin ve
makinelerin yardimiyla montaj ve brikolaj yapilabilmesini miimkiin kilan atdlyedir.
Elde edilen pargalar bir araya getirilir; is ya hizlica orada tamamlanir ya da tiretimin
bir sonraki agamast i¢in bagka bir at6lyeye gonderilir. Atolye tezgahlar: faal birer
zanaat iiretimi alani niteligindedir. Giinimiiziin stirekli kalabaliklagan sehirlerinde
¢ok sayida kent 6l¢eginde atolyeden olusan bu agin 6lcegi adeta bir katalizor, bir

el ustalig: tesisi gorevi goriir. Atolye tezgahlarinin kiigiik 6l¢ekli ¢alisma bigimi,

21. ytzyilin sanayilesme sonrasi iiretiminin 6l¢egini isaret etmesi bakimindan
onemlidir. Sozii edilen tiretim bi¢imi senaryosunda imalat epeyce ileri bir seviyeye
ulasmustir: Biiyiik atolyelerde parcalar dijital olarak iiretilir; bunun i¢in de fabrikalar

biraz kenara ¢ekilmis, atolyelere yer vermistir.

Her bir montaj ve brikolaj tekniginin yalniz zanaatkarin veya tireticinin bilebilecegi
bir dizi malzeme, maliyet ve sekilsel iistlinliikleri vardir. Bu 6zellikler ortaya
¢ikarilan triiniin nihai tasarim ve goriiniimiinde 6nemli bir rol oynar. Dogas1

geregi dokunsal 6zellikler tagiyan bir takim Dogu geleneklerinin de katkisiyla
Tiirkiye'ye 6zgii incelikli ve estetik bigim ve form se¢imlerinin pargalarin ustalikla
bir araya getirilmesine eslik ettigi de olur. Yani, montaj ve brikolaj sonucunda ortaya
¢ikan iiriin gorsellikten ibaret degildir; doku ve dokunus 6zellikleri de barindirir.
Dolayisiyla zanaat s6z konusu oldugunda montaj ve brikolaj tasarim ve zanaat

dilinin igsel bir unsurudur.

Kusurlu Hareket

Dokunugsa yapilan bu vurgu bizi bir diger 6nemli unsura gotiiriir: kusurlu hareket.
Giiniimiiz Tiirkiyesinin zanaat ve tasarim manifestosunun giiniimiizde icra

edildigi sekliyle el isi ustaliginda kullanilan elin siiregelen gercekligini ele almasi
sarttir. Zanaatkarlar kendi estetik duyarliliklarini, siklikla zanaatlarina dair kendi
yorumlariny, islerine yansitirlar. Bunun bir sonucu olarak ortaya ¢ikan tiriin,
baslangi¢ta niyet edilen tasarim agisindan bakildiginda genellikle kusurludur.
Dolayisiyla kusursuzdan kusurluya uzanan bir el hareketleri yelpazesi bulunmaktadir
ve bu hareketler iirtiniin son seklinde belirleyici rol iistlenirler. $ekli ve hatlar1

belirleyen, eldir.

Binlerce yildir ¢ogu nesnenin son seklini belirleyen ana unsur; malzemeyi kesen, ona

bi¢im ve form veren, onu yontan elin hiineri olmustur. Elin hiineri ve bu hiinerin

well as passed down in time from one
generation to the next. In this continuity
between the past and the present, we can
point to the active role for the atélye in
craft production, moving its techniques

from the old to the new in Turkey today.

The atélye as a space of
production enables the execution
of craft in a number of ways. It
operates as a hub in a network

of relations in the dissemination
of knowledge and in an active
interplay of working negotiations.

These working relations are combinations
of formal and informal modes of
communication and social propriety,
making them a hybrid of work and
socialization. We can see this as a
uniquely Eastern hybrid of form of labor
embedded in society, reminiscent of

the premodern guilds with their sense

of social cohesion based on ethnicity,
religion, and familial relations. But now
these relations have been domesticated
and operate as collegial knowledge
relations bonded by the sense of living
together in common urban zones. These
zones are sites and networks of knowledge
and production, some found in organized
industrial areas, and others in the vast
swaths of informal and squatter housing
surrounding cities in Turkey. The atélye
are receptacles and collectors, one of the
few remaining “information archives” of
this kind in a society where knowledge of
materials and making techniques is often
opaque and not written down—clouded
in the temporal discontinuity of oral

communication.

Montage and Bricolage

The techniques of the atolye that have
been the most important in continuing the
traditions of the past into the present are
montage and bricolage. While some of the
more detailed traditions of handcraft have
been lost because of the disappearance of
products made of natural materials such
as wood, the techniques of montage—

construction and installation in mounting,

assembling, and installing—remain important among trades- and craftspeople in Turkey
today. Using montage and bricolage to construct or create an object, tool, implement, or
machine from a diverse range of things are skills and techniques that are realized in the
atolye. Pieces come in, are put together and quickly completed or moved to the next step

of production at another atélye. The workbenches of the atélye are active sites of craft
production. Their scale acts as a catalyst, a site of handwork, in the dense network of
urban-scale atolye in the increasingly dense cities of our time. This way of working at small
scale on the workbench in the atolye is importantly the coming scale of twenty-first-century
postindustrial production—an advanced manufacturing scenario where factories will give

way to large workshops where parts are made on-site digitally.

Many of the techniques of montage and bricolage have material, cost, and formal
advantages that are only obvious to the craftsperson or maker and are highly determinative
in the final design and appearance of an object. Putting things together with certain
efficiencies is sometimes combined with subtle aesthetic choices in shape and form that are
unique to Turkey because of Eastern traditions that are haptic in nature. That is to say, we
can see in the objects produced by montage and bricolage qualities of touch and texture—
more than pure visuality. Montage and bricolage in craft is thus an indigenous design and

craft language.

The Imperfect Gesture

This focus on touch leads to the next important feature: the imperfect gesture. A manifesto
for craft and design in Turkey in the twenty-first century must contend with the continuing
reality of the hand in handcraft as it is practiced today in the country. Individual
practitioners take initiative and project their own aesthetic sensibilities—and in many
instances their loose understanding of their trade—resulting in handwork that is often
imperfect in terms of the original design intent. In this way hand gestures, ranging from the
perfect to the imperfect, are an important factor in the final form of an object. The hand

determines the shape and the contours.

For thousands of years the performance of the hand in cutting, shaping, molding, and
chiseling materials was the key factor in the final form of many objects. The hand’s
capabilities and limitations guided a process in which not only functional aspects of objects
were realized, but also aesthetics and stylization. These aesthetic and stylistic features
connected the object to its maker, giving each work a sense of authorial identity and

originality.

Today largely eliminated from industrial production, the imperfect gesture is set to
reappear and become an important aspect of postindustrial production. The reasons

for this are many and not the subject of this text, but we can say that the imperfect
gesture imbues a sense of originality that is once again becoming an important factor in
determining quality in an object. In Turkey today the traditional presence and integration
of the imperfect gesture within the overall design of objects will leverage craft as a

differentiating parameter in twenty-first-century design.

Digital Fabrication and Post-Industry; the Network of Digital Atolye as Advanced
Manufacturing
The twenty-first century is the age of digital fabrication globally. There has evolved a type

of postindustrial advanced manufacturing characterized by information systems and
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sinirlary, Girtinlerin hem islevsel hem
de estetik ve iislupsal agidan hayata
gecirilmesi slirecine yon vermistir. S6z
konusu estetik ve tislupsal 6zellikler
iirtinle dreticiyi birbirine bagh
kilmistir. Bu sayede {iriin yaraticisinin

kimligini ve 6zglinligiinii yansitmistir.

Giiniimiizde sanayi liretiminin biyiik
olciide digina itilmis olan kusurlu
hareket, sanayilesme sonrasi iiretimde
yeniden sahneye ¢ikacak ve tiretimin
onemli bir pargas: haline gelecektir.
Bunun sebepleri bu makalenin
konusu disinda kalacak kadar ¢ok ve
cesitlidir; burada séyleyebilecegimiz,
kusurlu hareketin nesnelerin niteligini
belirleyen 6nemli bir unsur olarak
yeniden ortaya ¢ikan 6zgiinliik
anlayisini barimdirmasidir. Kusurlu
hareketin tiriin tasarimindaki
geleneksel yeri ve tasarimla
biitlinlesmesi sayesinde zanaatkarlik
21. ytzy1l Tirkiyesinin tasarim
anlayisinin farklilagtiric
parametrelerinden biri olarak 6ne

cikacaktir.

Dijital Uretim ve Sanayi Sonrasi
Dénem: Ileri bir Uretim Bigimi
Olarak Dijital Atdlyeler Ag:

21. ytzyll kiiresel olgekte dijital tiretim
cagidir. Bilgi sistemleri ve internet
aglar1 kullanilarak yapilan ileri seviye
bir iiretim tiirdi ortaya gikmustir.
Giiniimiizde tiretilen iiriin ve nesnelere
takilan pargalar: tireten robotlar,
bilgisayar destekli niimerik kontrollii
(CNC) makine takimlar1 ve ii¢
boyutlu yazicilar bu sistemler ve aglar
tarafindan kontrol edilir. Bu dijital
dretim sistemleri giderek kiigiilmekte,
ucuzlamakta ve kolay kullanilabilir
héle gelmektedir. Bu da, daha genis
bir kullanici kitlesinin dijital tiretim

kaynaklarina erisimini miimkiin kilar.

Bugiin Tiirkiyede var olan ¢ok sayida

atolyenin ileri tiretime ge¢mesine

olanak taniyacak olan iste dijital iiretimde yasanan bu yayginlasmadir. S6z konusu
dijitallesme siireci farkli sektorlerde yaygin olarak kullanilan bilgisayar destekli kesici

lazer ve freze tezgahlariyla aslinda baglamis durumdadir.

Bu noktada ele alinmasi gereken sorun yalniz bir kullanim sorunu olmanin
otesindedir; atolyelerin tasarimin 6nemli bir unsur olarak 6ne ¢iktig1 dijital atolyeler
agina entegre edilmesi gerekliligi konusudur. Uzun yillar boyu esnaf, zanaatkarlar ve
tireticiler Tiirkiyede bagkalarinin tasarimlarini kopya ve taklit ederek faaliyetlerini
stirdiirmiistiir. Bu da tasarima yaraticilar agisindan ironik bir nitelik kazandirmistir.
Taklit yliztinden tasarim bir yandan deger ve anlam kaybina ugrarken diger

yandan, ironik bir sekilde, bir tiir tasarim 6n-egitimi islevi de gormiistiir. Bunun
sonucunda geldigimiz noktada kimi pratisyenler tasarimin oynadig: role iligkin,
giinimiiz Tirkiyesi'nde goriilmemis tiirden bir farkindalik gelistirmistir. S6z
konusu farkindaliga bir de djjital atolyenin ortaya ¢ikist eklendiginde ileri iiretimde
tasarimla zanaat arasindaki iligkinin iyice yakinlagmasini saglayabilecek bir firsat
belirmistir. Bu kaynasma, tasarim/yaratici dilleri olarak kullanilabilecek yeni karma
zanaat ve tasarim bigimleri olusturulabilmesine olanak taniyacagindan 6nemlidir.
Giderek kentlilesen Tiirkiye toplumu baglaminda karma zanaat/tasarimin, dijital
atolye aglarina yonelik yeni bir kentli bir iletisim dilinin olusturulmasina zemin

hazirladig: soylenebilir.

Internet networks that control production
of robots, computer-numerically-
controlled (CNC) machine tools, and

3D printers that make the parts that are
assembled into today’s manufactured
products and objects. These systems

for digital fabrication are constantly
becoming smaller, cheaper, and easier to
utilize, opening the potential of digital

fabrication to a wider user base.

It is in this expansion of digital fabrication
that an opportunity exists to implement
advanced manufacturing in the many
atélye that exist in Turkey today. This
process of digitalization has in fact started
already, with CNC machines such as laser
cutters and millers being widely used in a

number of different sectors.

The issue here, though, is not only one

of use but of the need to integrate these
atélye into a network of digital atélye
where design is an important feature. For
many years tradespeople, craftspeople,
and manufacturers in Turkey have
imitated and copied other designs. Design
in this way has become an ironic issue for
many makers. Through imitation, design
lost its value and meaning, yet ironically
provided a kind of proto-training in
design for the individuals. As a result, in
the current situation, some practitioners
have developed a level of awareness of
the role of design that did not exist in
Turkey in the twentieth century. Building
on this awareness with the advent of the
digital atolye, there exists an opportunity
in advanced manufacturing to bring
design and craft into an even closer
relationship. This fusion is important,

as it provides opportunities to develop
new hybrid forms of craft and design as
design/maker languages. In the context of
Turkey’s increasingly urban society we can
speak of hybrid design/craft as creating
the grounds for a new urban vernacular

among these networks of digital atélye.
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Zanaat Yeniden: istanbul
Zanaat Sistemi ve Tasarim
iliskisi Uzerine Bir
Degerlendirme

Zanaatin giiniimiizde tekrar giindeme
gelmesi gelip gegici bir ilgi veya “moda”
olarak yorumlanabilir mi? Justin
McGuirk Guardiandaki bir yazisinda
gliniimiiziin sanayi sonrast toplumunda
el tiretiminin romantiklestirildiginden;
atolye ve el aletlerinin artik kendini
putlastiran imajlariyla dergilerde yer
almaya basladigindan bahsediyor.
McGuirk, Batidaki tasarimeci
zanaatkarlarin artisini tasarimcilarin
sadece bire bir yapma ve liretme
isteklerine degil, ayn1 zamanda kendi
projelerini tiretecek bir imalatgi
bulamadiklar1 i¢in bu durumun bir
gereklilik olarak ortaya ¢ikmasina
bagliyor (McGuirk, 2011).

Sanayi devrimi hizli ve ¢ok sayida
tiretim yapabilmek i¢in iiretim
stireglerini birbirinden ayrigtirmis ve
biirokratik bir yapiya doniistiirmiistiir.
Tasarimci daha ¢ok kendisine verilen
on bilgi iizerinden tasarim projesini
hazirlayan bir aktér konumundadir

ve en fazla prototip asamasina kadar
iretim siire¢lerine dahil edilir. Yiiksek
verim ve faydanin 6n planda oldugu bu
oOlcekte tasarimcilarin biitiin siireclere
dahil edilmesi miimkiin olmaz. Richard
Sennett, Zanaatkdr adli kitabinda
tarihin, pratik ile teori, teknik ile

ifade, zanaatkar ile sanatci, imalatgi ile

kullanicr arasinda hatali ¢izgiler ¢ektigini ve modern toplumun bu tarihsel mirasin

sikintilarini yasadigini belirtiyor (Sennett, 2009).

Tasarim siire¢lerinin ayristig1 biiyiik firmalarda iletigim formel dokiimanlar
tizerinden ve sinirl sekilde ilerlerler, bu da bilginin tiim zenginligi ile aktarimini

engeller. Glinimiizde degismeye baslayan tasarim yaklagimlari ile
tasarimcy, iiretici ve kullanicinin endiistriyel pratiklerden gelen
duragan ve ayristirilmis rolleri de sarsilmaya baslamigtir. Artik bu

ayrisma eskisi kadar zorunlu, etkili ve istenilen bir sey degildir. Bunun
yerini, birlikte tasarlama ve yapma siiregleri almaya baslamistir. Taraflarin tasarim
stireglerine katiliyor olmasi farkindaliklar: artirir ve siireglerde inisiyatif alma giicii
verir. Ureticilerin bu yeni tasarim yaklagimlarina uyum saglamak i¢in daha esnek

olmalar1 gerekmektedir (Stappers, 2011).

Sishanede birlikte ¢aligtigimiz tasarimci Pierre Kracht, Almanyada avize siparisi
verdigi firmanin tiretim siire¢lerine katilmak istedigini sdyledigi halde bunun
miimkiin olamadigini, {iretim bittikten sonra ancak ¢ikan isin fotografini
gorebildigini ve isin en 6nemli kisminin iiretim siire¢lerinde atlandigini séyliiyor
(Pierre Kracht, kisisel goriisme, 11 Nisan 2016). Tasarimcinin iretim siireglerine
dahil olamadig1 durumlarda ayrigmis iiretim kademelerinde isin aktarimi sirasinda
kopukluk ya da yanlis aktarma ihtimali ortaya ¢ikar. En 6nemlisi, siirecler yaraticilig
destekleyemez; tasarim fikri ve iiretim detaylar1 konseptin pargasi olarak tasarimci ve

tiretici igbirliginde gelistirilemez.

Joseph Grima, 1. Istanbul Tasarim Bienali’nde kiiratérliigiinii yaptigi “Adhokrasi”
sergisinin kitabinda 3. Sanayi Devrimi'ni yasamakta oldugumuzun altini gizerek
ireten insanlarin diinyasinin yeniden sekillendigini, iretim bilgisinin kitalar
arasinda dolagmaya basladigini ve tekniklerin geliserek birlestirildigini anlatiyor.
Sanayi Devrimi’nin birbirinin aynisi olan ve kalite standartlarina uygun tiretim
amact bu yeni donemde bir ya da bir kag adet tiretim sekline yoneliyor. Bu noktada
gecerli bir tiretim ve yenilik modeli olarak fabrika yerine atolye 6n plana ¢ikiyor
(Grima, 2012). Bu gelismelerin bizdeki yansimasinin son yillarda kurulmakta

olan “makerspace” (yapici atolyeler), “fab lab” (iiretim laboratuvari), “creative
hub”(yaratict merkez) gibi olusumlarla karsilik buldugunu séylemek yeterli olur
mu? Ya da tasarim ve iiretim iliskisini salt biiyiik sanayi ve KOBI él¢eginde ele alan
yaklagimlarin bu konudaki farkli yaklasim ve olusumlar: karsilamaya yetebilecegini

soyleyebilir miyiz?

Bu noktada bastaki soruya tekrar donersek, zanaatin giiniimiizdeki konumunu
Istanbul'daki zanaat mahalleleri {izerinden yeniden tanimlamak énemli olacaktir.
Zanaat, beceri ve ustalik gerektiren, el ile yapilan sanayi 6ncesi doneme ait bir tiretim
sekli olarak tanimlanir. Sanayi Devrimi'ne ayak uyduramadigi igin de émriinii
tamamlamis bir Giretim sekli olarak goriiliir. Istanbuldaki zanaat algisinin da benzer
bir anlayisa karsilik geldigini gériiyoruz. 2010 Istanbul Kiiltiir Bagkenti siirecinde
yapilan Istanbul'un Ustalar1 adli envanter ¢alismasinda zanaat “..halicilik, kilimcilik,
yazmacilik, ¢inicilik, seramik-¢omlek yapimciligy, islemecilik, miizik aletleri
yapimcilig, bebek ve kukla yapimciligi, tas ve maden isciligi, bakircilik, sepetgilik,
kege yapimcilig1, ahsap ve aga¢ isciligi vb” olarak sanayi oncesi goriiniimii ile
siniflandirilmistir. Benzer yaklasimi Beyoglu Koruma Imar Plani Plan kararlarinda

<

da gormek miimkiindiir: “..Sishane ve ¢evresi bu plan kararlarina gére

The Crafts, Once Again:

A Review of the Relationship
Between Design and
Istanbul’s Craft System

Can the reawakening of the crafts today
be interpreted as a passing interest or
fashion? In an article in the Guardian,
Justin McGuirk states that postindustrial
culture romanticizes the handmade and
that self-fetishizing images of workshops
and hand tools are now starting to appear
in magazines. According to McGuirk, the
rise of the designer-maker in the West is
not only a result of the desire of designers
to create things using their hands; it is also
a necessity resulting from their inability to
find people to make their work (McGuirk
2011).

The Industrial Revolution segregated
production processes to allow for rapid
mass-production, giving it a bureaucratic
structure. Under this system, the designer
is like an agent who prepares his or her
designs as a sort of brief. At most, their
part in the process ends at the prototyping
phase. In this model, where efficiency and
profit are prioritized, it is not possible

to involve the designer in the process of
production. According to Richard Sennett,
history has drawn fault lines dividing
practice and theory, technique and
expression, craftsperson and artist, maker
and user, and modern society suffers from
this historical inheritance (Sennett 2009).

In large companies, the stages of the
design process itself are segregated and
communication is limited to formal
documents, which act as obstacles to the

transfer of information in all its richness.
Today'’s changing approaches to
design have finally started to blur
the fixed and demarcated roles
of designer, producer, and user
inherited from previous industrial
practices. Such a separation is no
longer compulsory or effective;

nor is it desirable. In its place we have

co-designing and co-making. Involving

all stakeholders in the design process heightens their awareness and gives them the power
to take initiatives. Producers need to be more flexible so that they can adapt to these new

approaches to design (Stappers 2011).

Pierre Kracht, one of our design partners at Sishane, remembers having asked to be
involved in the production processes of the company where he had placed an order for a
chandelier. He reports that it was impossible: he was only able to see some photos of the
finished product, and the most important part of the job was skipped during production
(interview with Pierre Kracht, 11 April 2016). If the designer is not part of the production
process in its entirety, the segregation of the stages of the process carries the risk of mistakes
being made or flaws introduced during production. More importantly, these processes do
not foster creativity; the design idea and production details cannot be developed through

collaboration between designer and producer as aspects of an overall concept.

Joseph Grima, curator of the “Adhocracy” exhibition of the 1st Istanbul Design Biennial,
points out that we are experiencing a Third Industrial Revolution. He explains that the
world of the producer is being reshaped, that production knowhow has begun to travel
across continents, and that techniques are being developed and combined. The Industrial
Revolution aimed to produce uniform items that met quality standards. In this new

era, the aim switches to involving one or more modes of production. At this point it is
the workshop rather than the factory that stands out as the most valid production and
innovation model (Grima 2012). Would it be appropriate to say that the recent creation
of “makerspaces,” “fab labs,” and “creative hubs” is a reflection of these developments in
Turkey? Similarly, can the entirety of the different perspectives and developments in this
field be addressed efficiently if the approach we adopt in studying the relationship between

design and production focuses only on industrial - or SME - scale production?

Going back to the initial question, it is important to redefine the position of the crafts
today via Istanbul’s crafts neighborhoods. A craft is defined as a preindustrial, manual
means of production that requires skills and mastery. It is viewed as an outdated mode

of production, as it failed to keep pace with the Industrial Revolution. The way craft is
perceived in Istanbul corresponds to a similar view. The inventory study entitled “Istanbul’s
Masters,” carried out as part of “Istanbul 2010: European Capital of Culture,” adopted
preindustrial terminology to categorize the crafts as follows: “carpet weaving, rug weaving,
hand-painted kerchief making, tile-making, ceramics and pottery, embroidery, musical
instrument making, doll and puppet making, stone and metalwork, copperwork, basketry,
feltwork, woodwork, etc” Beyoglu’s Development Plan for Protection decisions adopt

a similar attitude: “The decisions define the neighborhood and its surroundings as an

area of “Trade, Service and Tourism,” or TST. They state that the increased production
activities of recent years have severely damaged the historical texture of the region and call
for the decentralization of production. They also prescribe new functions for TST areas.
These include production, sales, display, and training activities for traditional handicrafts
that are deemed non-pollutant such as wooden toy making, marbling, copperwork,
illumination, miniature craft, bookbinding, traditional musical instruments, nacre

marquetry, and gold and silver jewelry making (Ingin et al. 2011).

In the decisions arising from the plan, the modes of production that are considered
damaging for historical environments under the name of “manufacture” also include crafts

workshops that have managed to adapt to current developments. These workshops are
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“Ticaret-Hizmet-Turizm (THT)”
alanlari1 olarak belirlenmis. Kararda
son yillarda arttig1 séylenen imalat
islevlerinin bolgenin tarihi dokusuna
ciddi zarar verdigi belirtilerek imalatin
desantralizasyonu kararlagtirilmas.
THT alanlarinda ahsap oyuncakeilik,
ebru, bakircilik, tezhip, minyatiir, kitap
ciltleme, geleneksel miizik aletleri,
sedef kakma, altin ve glimiis tak: gibi
kirletici olmadig1 séylenen geleneksel
el sanatlarinin {retimi, satigi,
sergilenmesi ve egitimi 6ngériilen yeni
iglevler arasinda sayilmistir...” (Ingin
vd. 2011)

Plan kararlarinda tarihi ¢evreye zarar
verdigi s6ylenen ve “imalat” olarak
gosterilen iiretim sekli kendini giincel
gelismelere adapte edebilmis zanaat
tipi atdlyeleri de igermektedir. Bu
atolyeler hala geleneksel el tiretimi ve
basit aletlerle calismaya devam eden
ama giincel talepleri de karsilayabilen,
gevresine zarar1 olmayan, akill1 ve
esnek tiretim aktorleridir. Bu noktada
[stanbul'daki zanaat sisteminin salt
sanayi oncesi bir dille okunmaya
calisilmasi ve romantize edilmesi

ya da sanayi dénemindeki gibi
tanimlanamamis olmasi bugiin sahip
oldugu asil potansiyelleri kagirmamiza
yol agacaktur.

Istanbul'da zanaat esasli iiretim, bir “ag”
yapisina bagli olarak belli bolgelerde ve
Ozellikle kent merkezinde kiimelenir,
dretimini ve varligini bu aga bagl
olarak siirdiiriir. Mahalle karakteri
gosteren bu zanaat kiimelenmesi farkl
nitelikteki iiretim ve satig birimlerini
icerir, bu birimler arasinda gii¢lii ve
dinamik iligkiler ag1 tasarimcilarin,
mimarlarin, son kullanicilarin etkin
bir sekilde kullanimina ve katilimina
aciktir. Esnek ve kullanici odakl
iiretim, proje temelli 6zel imalat,
prototip liretme imkani ve etkilesimli

galisma ortami sunan bu zanaat agi,

tiretim-tasarim iligkisi acisindan stratejik bir 6neme sahiptir ve gelecekte de 6nemli
roller iistlenebilir (Ingin 2006).

Istanbul'daki zanaat atdlyeleri “kaybolmakta olan” bir iiretim seklinden ziyade giincel
ihtiyag ve talepler karsisinda kendisini kismen gelistirmeyi becerebilmis, mevcut
piyasa ve sanayi ile iligkilenerek ekonomik sisteme adapte olmay1 basarabilmistir.
Bu atélyeler, kentsel doniisiim siireglerine ve ekonomik krizlere ragmen hala ayakta
kalabilmelerini ag yapilarina, yeniliklere agik olmalarina, kii¢iik, esnek ve akillt
tiretim sekillerine borgludur. Daha ¢ok biiyiik sanayiyi ve seri iiretimi etkileyen
2001 ekonomik krizi bu bélgeleri de etkilemis ama ayakta kalabilenler tasarimci ve
yaratici sektorlerle daha yogun bir ¢alisma siirecine girmislerdir. Bolgede goriisme
yaptigimiz bir at6lye sahibi, bu durumu Anadolu’yla ve magazacilarla ¢alisirken
Uzakdogu mallarinin piyasaya girmesiyle miisterilerini kaybettiklerini ama
mimarlar ve tasarimcilarla ¢aligmalarinin arttigini; boylece ¢izimlerden anlamaya
bagladiklarini ve tiretim kalitelerinin de arttigini séyleyerek agikliyor. Sishanede
atolyesi olan bir magaza sahibi bulundugu zanaat mahallesini “imkénlar at6lyesi”
olarak tanimliyor (ingin vd. 2011). Bolgeyi agik ve katilimcr bir imkén alani olarak
goriyor. Bu bolge, iliski kurdugu taraflara bityiik katk: sagliyor, olasiliklart miimkiin
kiliyor. Sishanede ¢aligma yaptigimiz yabanci tasarimcilar bolgeyi “wonderland”
(harikalar diyari), “light jungle” (151k ormani) gibi benzetmelerle tarif ediyorlar
(kisisel goriigme, 2009, 2015). Clinkii bu tiir zanaat mahallelerinde adim attiginiz her
sokakta hala birbirine yakin konumda birgok atolye, tedarik¢i ve magaza bir arada
¢alismaya devam ediyor. Ve Batrdaki atolye tarzi iiretim imkéani ile kiyaslandiginda
bu durum tasarimcilari sagirtacak derecede biiyiik bir 6lcege ve masif bir yogunluga

karsilik geliyor.

Yaratici aktorlerin yenilikci ve az sayidaki tiriin talebini kargilama
noktasinda bu tiir atélyeler 5nemli bir imkan yaratmakta ve kendilerini
yenilikci ve farklilagan talepler karsisinda gelistirmektedir. Zanaat
aginin kent merkezinde kiimelenmesi ve farkh aktérlerle calismaya
acik tavri, tasarimci ve diger yaratici aktorleri de kendisine ¢ceken bir

yaraticilik alani olusturur. Murat Giiveng bir konugmasinda kent merkezindeki
tretimi “tilsiml pratiklere” benzetiyor ve tasarim, inovasyon, yaraticilik ve kiigiik
tiretimin ancak belirli bir ortamda bir araya geldigini belirtiyor. Giiven¢e gore kent
merkezindeki bu tiir tiretim alanlar; aksi halde meydana gelmesi miimkiin olmayan
birliktelikleri, sinerjileri ortaya ¢ikaran alanlar. Giiveng bugiin her yerde kurulmaya
baslanan teknoparklarin suni olarak bu “tilsimli” birliktelikleri yeniden iiretmeyi

amagladigini séyliiyor (Ingin vd. 2011).

Zanaat atélyesi ve mahallesinin tasarimcilara sundugu es zamanli ve etkilesimli
tiretim alani ile bugiin daha ¢ok sanayi sonras: bir tiretim ortamina kargilik geldigini
sOyleyebiliriz. Bu sistemde her ustanin karakteri, bilgisi, teknigi ve at6lye ortami
tasarim siirecine farkli bir girdi olusturuyor. Giiniimiiz terminolojisi ile bakildiginda,
zanaat atolyesini ve pargast oldugu zanaat mahallesini “agik kaynak” bir sistem olarak
tanimlayabiliriz. Bu aglasim ve ¢alisma sekli adeta agik kaynak tasarim hareketinin
kentteki izdlistiimii olarak goriilebilir (Van Abel vd. 2011). Atdlyenin kapisi genelde
aciktir; mekandaki malzemeler, aletler, eski ve yeni igler, artik/atik malzemeler
kullanima agik bir kiitiiphane gibi tasarim siireclerini etkiler. Atolyede bilgi ¢ok
cesitli sekillerde karsiniza ¢ikabilir: dékme pargalar, siparislerin ¢izimleri ya da

yapilan isleri fotograflari, kaliplar, aparatlar, bitmis isler, siparigi tamamlanmakta

smart and flexible agents of production
that still use traditional manual work and
simple tools while at the same time being
able to meet contemporary demands. But
any attempt to romanticize Istanbul’s craft
system through a reading that exclusively
adopts a preindustrial language would be

a grave mistake.

In Istanbul, craftwork production operates
within a specific “network” structure.

It consists of clusters that have formed

in various neighborhoods, mainly

in the city’s center. Its existence and
operation depends on this network. These
neighborhood-based clusters contain
production and sales units with different
characteristics. The network of strong

and dynamic relationships between these
units is available for use and participation
by designers, architects, and end users.
This craft network offers flexible and
user-oriented production, project-based
custom production, prototyping facilities,
and an interactive work environment.

It is strategically important in terms of
the relationship between production and
design, and it may assume an important
role in the future (Ingin 2006).

Contrary to the view that Istanbul’s
crafts workshops belong to a perishing
mode of production, they have to a large
extent managed to develop and keep up
with contemporary needs and demands.
They operate in connection with today’s
markets and industries, which allow them
to adapt to the current economic system.
The workshops owe their survival—
despite urban revival projects and
economic depression—to their network
structure, openness to innovation, and
small, flexible, and smart production
styles. The economic crisis of 2001,
which had a dramatic impact on large
industries and mass production, affected
these neighborhoods as well, but those
who survived entered an era of closer

collaboration with designers and creative

industries in general. A neighborhood workshop owner who used to work for large stores
and for customers in Anatolia explains that when goods from the Far East penetrated

the market he lost customers, but that the amount of work he did in collaboration with
architects and designers increased. According to him, this allowed him to learn about
drawing and thus improved the quality of his work. The owner of a store that has a
workshop in Sishane defines the craft neighborhood as a “workshop of opportunities”
(Ingin et al. 2011). He sees that neighborhood as an area of opportunity that is both
inviting and participatory. It contributes greatly to the agents it liaises with and makes
possibilities come true. Foreign designers we work with in Sishane liken the neighborhood
to a “wonderland” or a “light jungle” (personal interviews, 2009 and 2015). This is
because in craft neighborhoods we still see a large number of workshops, suppliers, and
stores working in proximity with one another, in terms of both location and collaboration.
Compared to the workshop-style production opportunities in the West, this concentration

is massive in both size and density—to the designers’ astonishment.

Such workshops offer important opportunities to meet the innovative,
low-volume demands of creative agents. The diversity of these demands
allows them to grow. The concentration of the craft network in the city’s
center and its openness to working with different agents creates an
environment of creativity, which attracts designers and creative agents

alike. Mr. Murat Giiveng likens the production activities in the city center to “magical
practices” and adds that design, innovation, creativity, and small-scale production

can come together only within specific environments. According to Mr. Giiveng, such
production areas in the center of a city create synergy and collaboration, which could not
have occurred otherwise. He explains that the widespread setting up of “technoparks” aims

to re-create that “magical” collaboration artificially (Ingin et al. 2011).

It is possible to suggest that the synchronized and interactive production environment that
the craft workshop and neighborhood offers to designers corresponds to a postindustrial
production environment. The personality, knowledge, techniques, and workshop
atmosphere of each master in this system provides a different input to the production
process. In today’s terminology, the craft workshop operating within a craft neighborhood
may be defined as an ‘open source” system. This manner of networking and work may

in fact be seen as an urban projection of the open source design movement (Van Abel

et al. 2011). The doors of the workshop are usually open; the effect of the materials,

tools, old and current jobs, and excess/waste materials on the design processes is similar
to that of an open library. The information that the workshop presents can come in

a wide variety of forms: cast pieces, sketches of orders, photographs of pieces, molds,
apparatuses, finished products, orders being completed, and so on. The materials, the job
in progress, and the problems being tackled change every time you visit the workshop.
Here information exists within a milieu of continuous renewal, change, and development.
The craftsperson then adds this information—which has become shared knowledge—to
their own experience and skills. One designer may use it as an input for new ideas, while
another designer may convert it into a source of inspiration for their work. Knowledge
continues to develop, evolving through this open system. This openness is not restricted

to the craft workshop; each agent of the craft network directs you to another workshop,
master, or material, depending on your needs. In this way the craft neighborhood offers

a multi-option cluster of production possibilities that allows for the development and

realization of ideas.
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olan iiriinler vb. Atélyeyi her
ziyaretinizde bu malzemelerin,
tizerinde ugrasilan is ve ¢oztilmeye
caligilan problemlerin de degistigini
goriirsiiniiz. Burada bilgi siirekli
kendini tireten, degistiren, gelistiren
sekillerde var olur; bu ortaklasan
bilgiye zanaatkér kendi deneyimi ve
becerisine eklerken, tasarimci yeni
fikirleri i¢in bir girdi olarak alir, bagka
bir tasarimci da esin kaynag: olarak
kendi isi i¢cinde evirir. Bilgi kapalt
olmayan bu a¢ik sistem {izerinden
evrilerek siirekli gelismeye devam
eder. Bu agiklik zanaat atélyesi ile de
kisitl kalmaz; zanaat a1 igerisinde
her bir aktor ihtiya¢ duyulan konuda
sizi bagka bir atolyeye, ustaya ya da
malzemeye yonlendirir. Boylece zanaat
mabhallesi fikirlerin gelistirilebilecegi
ve uygulamaya gecirilebilecegi ¢ok
secenekli bir tiretim olasiliklar1

kiimesini sunar.

Tasarimci tiretimin bagindan sonuna
kadar zanaatkérin yaptig: her seyi
gorebilir ve miidahale edebilir.
Aralarinda diyaloga ve etkilesime
acik, es zamanls, ortak bir ¢calisma
siireci gergeklesir (Ingin vd. 2011). Bu
iliski ayn1 zamanda birlikte 6grenme
stirecini de icerir. Tasarladigini yapma,
yaparken diisiinme ve tekrar yapmak
bu sistemin belli bagli adimlarindandir.
Kiigtik tiretim ve zanaat bolgelerindeki
kiimelenme, yiiriime mesafesindeki
yakinlik, birlikte ¢alisma gelenegi,
pratik ve hizli iretim, deneme ve
malzeme bulma imkani siirecleri
hizlandirmaktadir. Tasarim ve tiretim
stirecleri arasindaki sinirlarin kalkmasi
ve birlikte ilerlemesi yeni bir tasarim
deneyimine igaret eder (Ingin ve Altay
2014). Bu stireglerde roller de i¢ ice
gecer, kolektif bir tasarim ve iiretim
stireci hakim olur. Aktorler arasinda
ekonomik oldugu kadar, sosyal ve
yaratici bir iligki vardir. Bu tiir bir

birlikteligi artik sanayi déneminin

ve sanayi oncesi donemin kavramlariyla tanimlamak yeterli olmayacaktir. Zanaat
sistemi Istanbuldaki varlig1 ve agik kaynak tasarim yapusi ile degerlendirildigi

noktada tasarimin gelecegi i¢in yeni dnermeler sunmaya baslayabilir.
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The designer can see and intervene in
everything that the craftsperson does
throughout the production process.

They can develop a synchronized and
shared method of working that is open

to dialogue and interaction (Ingin et

al. 2011). This relationship involves a
process of co-learning as well. Realizing

a design, thinking, and remaking are all
important steps within this system. The
clustering that takes place in small-scale
production and craft neighborhoods,
everything being within walking distance,
the tradition of working together, practical
and fast production, and opportunities for
experimenting and access to materials all
help to speed up the processes involved.
The removal of borders between processes
of design and production, allowing these
two aspects to progress together, points to
a new design experience (Ingin and Altay
2014). Roles also intertwine during these
processes, allowing for collective design
and production process to commingle.
The relationship between the actors is
not only economic, but also social and
creative. Such a relationship can no longer
be defined using concepts that belong to
the industrial or preindustrial eras. Only
when the craft system is reviewed with

its open source design structure and in
the context of its presence in the city of
Istanbul can it start putting forward new

propositions.
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HATICE GOKCE - FATMA AYRAN

KEMIK: Omriinii tamamlamis olan deve, ko, keci, manda, kiiz, bufalo, gergedan
ve boga gibi hayvanlarin kemikleri ve kemiksi bir yapiya sahip olan boynuzlar1 da

zanaatkarlarin kullandigi malzemeler arasinda yer alir.

Kemigi ve boynuzu isleyebilmek i¢in, dncelikle malzemenin etrafinda bulunan lifli
doku temizlenir. Bu amagla kemik hafif tuzlu suda bekletildikten sonra bir siire
kaynatilir. Yagindan tamamen arindirilan kemik sogutulur. Fir¢alayarak yikandiktan
ve kurutulduktan sonra da islenmeye hazir hale gelir. Iskeletten elde edilen kemikler;
oyma, delme, kesme gibi yontemlerin yani sira torna tezgahinda da islenebilir.
Boynuzu temizlemek i¢in ise, topraga gomerek kurutmak, yiiksek 1sida bir siire
kaynatmak veya yiiksek ve bol giines goren bir yerde kurutmak gibi ¢esitli islemler
uygulanabilir. Bu islemler yaklasik bir yil kadar siirebilir. Kurutulan boynuz, dis
yizeyinin temizlenmesinin ardindan sekil verilmesi i¢in yiiksek sicakliktaki kok
komiirii ile yakilan kor ateglerde bir masa yardimiyla yumusayincaya kadar 1sitilir. Bu
sirada boynuz hamur kivamina gelir ve yumusayan boynuz sekil almas: i¢in mengene

yardimiyla sikistirildiktan sonra kesme ve islemeye hazir hale gelir.

Kemik ve boynuz gibi hayvansal malzemeler, tarih 6ncesi donemlerden beri tespih,
tarak, zarf acacagy, taki, bigak ucu, satrang taslari, ok ve baston gibi iiriinlerin yani sira

heykel ve mimari 6gelerin yapiminda da kullanilmigtir.

BONE: The bones or bony horns of animals, including the camel, ram, goat, water buffalo,

rhinoceros, and bull, are common materials employed by craftspeople.

The initial step in crafting bone is to cleanly separate it from the fibrous tissue surrounding
it. This is done by submerging the bone in brine for a while and then boiling it. Once it is
completely free of oils, the bone is cooled, and then brushed for cleaning. When dry, the
bone is ready to be worked by carving, puncturing, cutting, or working it on a turning lathe.
Horns, on the other hand, are buried in soil to be dried, boiled, or sun dried. This process can
take up to a year, after which the outside surface is cleaned and the horn is heated in a coke-
fired oven until it becomes pliable. It is shaped with a clamp, following which the material is

ready for cutting and working.

Zoological materials such as bone and horn have been used since prehistoric times in the
ornamentation of objects such as prayer beads, combs, letter openers, jewelry, blades, chess

pieces, arrows, and walking sticks in addition to being used in sculpture and architecture.
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Merve Yiicel: Tasarim yaklagiminiz:

nasil tarif edersiniz?

Hatice Gékge: Hem tekstil
tasariminda hem de moda tasariminda
malzeme benim i¢in ¢ok 6nemli.
Malzemeden yola ¢ikarak tasarim
yapmay! tercih ediyorum. Bu
malzeme kumas bile olsa beni
heyecanlandirmali. Tasarimlarimda
genellikle teknolojik kumaslar ve
organik bir malzeme olan deriyi tercih
ediyorum.

MY: Kemik gibi bir malzeme ile ilk defa
¢alisiyorsunuz. Nasil bir deneyimdi?
HG: Hi¢ tanimadigim bir malzeme ile
kars1 karsiya geldim. Kemik gergekten
¢ok zor bir malzeme. Bu malzemenin
karsima ¢ikmasinin da bir nedeni
oldugunu disiiniiyorum. Hayatimda
enteresan bir donemden ge¢iyorum.
Tasarimlarimda biraz yumusamam
gerektigine dair ipuglar1 alryorum. Bu
nedenle kemik ile ¢alismak tasarim

anlayigima ayna tutmak gibi oldu.

MY: Tasarim siirecine nasi basladiniz?
HG: Oncelikle hem yurtiginde hem
yurtdisinda kemigin nerelerde ve nasil
yontemler ile kullanildigini aragtirdim.
Zanaatkar Fatma Ayran’in at6lyesinde
ise, ilk defa bu malzemeye dokunarak
daha yakindan inceleme firsatim oldu.
Tasarima baglamadan 6nce aklimdaki
ilk soru, bu malzemeyle kendi tasarim
anlayisimi nasil birlestirecegimdi.

Ben tekstil tasarim1 alaninda bir doku
tasarimcist olarak da aniliyorum, bu
konuyla ilgili danigmanhik veriyorum.
Islerimde yiizey ¢aligmalarina gok
6nem veriyorum. Kemik iizerinde
yapacagim bir ylizey ¢aligmasinin da
bu projeye kendi tasarim anlayigimi
katacagini distiindiim. Dolayisiyla
kemigin farkli islenis bicimleri
tizerine odaklanmaya basladim.
Malzemeyi arastirirken, simdiye kadar
olusturulmus bir kartela sisteminin
olmadigini fark ettim. Mesela Fatmanin

atolyesinde bile sadece siklikla

kullandigy iki kemigin 6rnegi vardi
ama kemik ve boynuz gibi malzemeler
oldukea cesitli. Her malzemenin

farkli bir goriintiisti, yumusakligt

veya kalinlig1 var. Hatta 151k gegiren
yiizeylere sahip olan boynuz gesitleri
bulmak bile méimkiin. Bu nedenle
tasarim siirecine baglamadan 6nce
ulagabildigimiz biitiin boynuz
tiirlerinden belirli biiytiklitkte 6rnek
parcalar iceren bir kartela olusturduk.
Daha sonra bu malzemelerin hangi
islemlerden gecirilebilecegini inceledik.
Ornegin, “vintage” bir etki yaratmak
istiyorsak kemigi parlatmadan sadece
zimparalayak mat bir yiizey elde
edebiliyoruz veya sadece parlatarak da
kullanabiliyoruz.

MY: Kendi tasarim siireglerinizde
gelismis teknoloji metotlarim kullanmay:
tercih ediyorsunuz. Yeni kesif alanlar: ve
imkanlar sunmak icin bu yaklasimimzi
geleneksel malzeme ile nasil birlestirdiniz?
HG: Fatma cok yetenekli bir zanaatkar,
onun el is¢iligi cok degerli, ama
teknolojinin bize sundugu imkanlar:
da bu el isciligiyle birlestirebilmek
gerekli. Ornegin deneme amagli lazer
kesim yaptik. Bunu yapan lazer firmasi
ilk defa boyle bir malzeme iizerine bu
islemi yapt1. Onlar i¢in de heyecan
verici ve ilging bir deneyim oldu.
Zanaatkarimiz ¢ok tercih etmiyor ama
lazer kesim bize zamandan kazandiran
bir yontem. Bu tabani olugturduktan
sonra Fatma'nin isciligini de iriine
ruhunu katacak olan son detaylarda
konumlandirabiliriz. Ayrica kemigin
diger endiistriyel malzemelerle,
ozellikle de glimiis ile bir araya
geldiginde yarattig1 etki de oldukea ilgi
cekici.

MY: Tasarladiginiz iiriiniin ne olacagina
nasil karar verdiniz?

HG: Aslinda benim ilk 6nerim beg
iiriinden olusan bir okuma setiydi.
Kemik bir kutunun igine yerlesen
mektup agacagy, kitap ayraci veya lens

kutusu gibi okumak i¢in kullanilan

Merve Yiicel: How would you
describe your design approach?
Hatice Gokge: Materials are really
important for me, both in textile design
and in fashion design. I prefer to design
based on materials. Even though it is
merely fabric, I want the material to
thrill me. I tend to prefer technologically
advanced textiles in my designs, and also
leather, which is an organic material.
MY: This is your first time working
with a material such as bone. What was
the experience like?

HG: I was confronted with a material
with which I was completely unfamiliar.
Bone is a really difficult material. I

think there is a reason I found myself
working with bone. I'm going through an
interesting period in my life. I'm receiving
some clues that I should perhaps soften
my designs a bit. In this sense, working
with bone was like holding up a mirror to

my design approach.

MY: How did you start the design
process?

HG: I first researched where and how
bone is used, both in Turkey and abroad.
Then at Ms. Ayran’s workshop I got to
familiarizing myself with the material and
closely examining it. The initial question
in my mind was how I was going to merge
the material with my design approach. I'm
also known as a texture designer in the
textile design field; in fact I'm a consultant
on it. I prioritize surface treatments in

my work. I thought that working on a
surface treatment with bone would lend
my design approach to this project. So I
started focusing on the various ways in
which bone is crafted. While studying

the material I noticed that there wasn’t

a readily available swatch system. Even

at Ms. Ayran’s workshop, for instance,
there were only samples of the two types
of bone she uses often. But there are many

varieties of bone and horn. Each of these

has a different look, texture, hardness, and
thickness. There are even varieties of bone
that are translucent. So before embarking
on the design process, we assembled a
swatch system with all the varieties of
horn that we were able to find. We then
looked at what processes these samples
could be subjected to. For instance, when
aiming for a vintage look, we could
achieve a matte surface by skipping the
polishing process and only sanding the
bone.

MY: You favor using technological
methods in your own design process.
How did you reconcile this with
traditional techniques in order to
explore new areas and come up with
new possibilities?

HG: Ms. Ayran is a very talented
craftsperson, her abilities are very
valuable, but it is necessary for us to

be able to combine these skills with
technological possibilities. For instance
we experimented with laser cutting. It
was the first time the laser company had
worked with this sort of material, so it
was an exciting and interesting experience
for them as well. Craftspeople don’t
always prefer it, but laser cutting is a big
time-saver. Once we established this base,
we benefited from Ms. Ayran’s skills in
applying delicate finishing touches. Also,
the effect bone has when combined with
other industrial materials, particularly
silver, is quite interesting.

MY: How did you decide what your
product was going to be?

HG: My first suggestion was a five-piece
stationery set: a letter opener, bookmark,
lens box, and other reading aids held
inside a container made of bone. I
thought it would be rather suitable for
the clientele of the Istanbul Modern store.
It would have given us an opportunity

to showcase the various capabilities of
the material. But for this project it was
necessary that we stick to a single object,
due mostly to the production process

and budget, so we had to decide against
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triinlerden olusan bir hediye

seti. [stanbul Modern Magazanin
miisteri profiline de olduk¢a uygun
oldugunu diigiinmiistiim. Ozellikle
malzemenin sagladig: cesitliligi de
yansitma firsatimiz olacakti. Fakat

bu proje kapsaminda sadece tek bir
urin tizerinden hareket etmemiz,
tiretim siirecini ve proje biitgesini goz
ontinde bulundurmamiz gerektigi i¢in
bu fikirden vazgegtik. Ben bir erkek
giyim tasarimcisiyim, gonliimden

de bu ¢izgide bir {iriin tasarlamak

geciyor. Tek bir iirlin tasarlamam
istenince de malzemenin
teknik 6zelliklerini benim

ilgi alanimla birlestiren en
uygun tasarimin, tiras ve allik
fircalarindan olusan on iirtinlik
bir set olacagini diigiindiim.

Karakarga koleksiyonu markamin da
sembolii gibi, bu nedenle simsiyah bir
firca ile basliyor bu set. Farkli desen,
renk ve bicimlere sahip kemiklerden
tiretilen bu setin paketlemesi i¢in ise
sicak baski ile kabartilmis bir deri
kullandik.

MY: Fatma ile olan fikir alisverisiniz,
etkilesiminiz bu birlikte iiretim siirecini
nasil sekillendirdi?

HG: Fatma kemigi geleneksel
yontemlerle isliyor ve uyguluyor.
Ustasindan 6grendiklerini, kendi
zevki ile birlestirip, genel egilime
uygun aksesuar ve taki iiretimleri
yapryor. Ama enteresan teklifler de
aldigini biliyorum. Fatma ile ilk
konustugumuzda fark ettim ki benim
aklimdaki tiim sorularin cevaplarini
biliyor, gerekli tiim teknik bilgiye sahip.
Kemigin suyla olan iliskisini, lazer
kesim gibi bir yontem kullanildiginda
biraz yanip renk degistirecegini ya

da farkli malzemeler ile bilestiginde
ne olabilecegini ¢ok iyi biliyor. Ben
de malzeme ile ilgili tiim bu renk,
desen ve doku bilgisini bir kartelada
goriiniir kilmay: 6nerdim. Daha 6nce
bir kartela olusturup miisterilerine bu
sekilde sunmak Fatma'nin hig aklina

gelmemisti mesela.

Uretim siirecinden bahsedecek olursak:
Fir¢a killarinin takilmasi, ahsap
formunun verilmesi gibi islemler
baska bir atolyede gerceklesti. Tiim

bu agamalardan gecen tiras fircalar:

en son Fatmanin atolyesine geldi

ve o da bu bos zeminlerin tizerine
benim tasarladigim kemik desenleri
yerlestirdi. Boynuz yuvarlak bir sekle
sahip ama Fatma kemigi dondiirmekte
¢ok zorlanacagini ve kolay isleyebilmesi
i¢in diiz bir ylizeye ihtiyaci oldugunu
sOyledi. Dolayisiyla ben de bigimleri
olustururken bunu goz éniinde
bulundurdum ve tasarimlari1 geometrik
sekillerle sinirlandirdim. Tabi koseli
bir gekle sahip bir fir¢a tasarimi
yaparken, kullanim kolayligini da goz
oniinde bulundurmak gerekiyor. Tiim
bu siire¢ beni ¢ok heyecanlandirdi.

Bir malzemeyi tanimanin ve onunla
deneyler yapmanin benim tasarim
yaklasimimi da zenginlestirdigini
distintiyorum.

MY: Bu proje ile baslayan siireci devam
ettirmeyi diisiiniiyor musunuz?

HG: Benden bir giysi istenseydi, kemik
ile ¢ok farkl: tasarimlar yapabilirim
ama bu projede Istanbul Modern
Magazada sergilenmek {izere bir {iretim
yapiyoruz. Bundan sonraki siirecte
kemikten, kendi koleksiyonlarimda
her zaman kullanabilecegim tirtinler
tasarlamay1 diigtiniiyorum. Kemik ve
boynuz gibi malzemelerin sagladigi
biitiin olanaklar1 gordiikten ve farkls
teknikleri deneyip iyi sonuglar almaya
basladiktan sonra istedigim her etkiyi
yaratabilecegimi biliyorum. Bu kadar
sert bir malzemenin bir giysi tizerinde
verecegi etkiyi denemek istiyorum
mutlaka.

MY: Deneysel ¢alismayi seven bir
tasarimcisimz. Bu projede tasarimi
sekillendiren arastirma ve iiretim stirecini
deneysel olarak tammlar misiniz?

HG: Farkl: alanlar bir araya getirmek
benim i¢in bu deneysel siirecin bir

pargasi. Biz moda tasarimi yaparken

de ustalarla, zanaatkarlalar birlikte
galistyoruz. Onlar olmadan bir triin
¢ikartabilmemiz imkansiz. Bu proje,
farkli diislinen, isin zanaat kisminda
yer alanlarin da tasarim ile bulugmasini
saglamak acisindan ¢cok degerli.
Tasarimcinin da malzemenin kullanim
yontemlerini dogrudan zanaatkirdan
Ogrenmesi tasarimi zenginlesiyor.
MY: Geng tasarimcilarin zanaat ile olan
iliskisini nasil degerlendiriyorsunuz?
HG: Son 6 yildir Giniversitede
mentorluk yapiyorum. Ogrencilerin
yeni malzemeler arastirmak
konusundan ¢ok sinirli olduklarini
goriiyorum. Bir moda tasarimcisinin
malzemesinin sadece kumas oldugunu
diistiniiyorlar. Bir de ister teknolojik
ister geleneksel, tiim teknikler
hakkinda bilgi sahibi olmalar1 gerekir.
Malzemelerin hangi uygulamalardan
gectigini takip etmenin bir
tasarimcinin pratigine ¢ok yardimei
olacagini diigiiniiyorum. Her malzeme
bir bi¢ime doniisebilir ama 6nce onu
tanimak ve onunla zaman ge¢irmek
lazim. Bu proje kapsaminda bir at6lye
caligmasi yapacagiz. Atolyede gizli
kalan siirecleri ortaya ¢ikartmanin,
ogrencileri de heyecanlandiracagini

distinityorum.

that. I'm a menswear designer, so what
I really wanted was to create something

along those lines. So when asked
to design a single product,

I thought the best way to
combine my design interests
with the properties of the
material would be a ten-piece
shaving and brush kit. The

Blackcrow collection is like a symbol of my
brand, which is why the set starts off with
a pitch-black brush. The set, containing
a variety of colors, shapes, and textures
of bone, will be packed in an embossed
leather container.

MY: How did your exchange of ideas
and interaction with Ms. Ayran affect
the production process?

HG: Ms. Ayran uses traditional methods
to work the bone. She combines her own
taste with what she’s learned from her
master to produce mainstream accessories
and jewelry. But I know she also gets
interesting requests. When we first met,

I noticed that she had answers to all

my questions; she had all the necessary
technical knowhow. She knows very well
the relationship between bone and water,
that there would be slight discoloration
when laser cut, and what the results
would be when combined with other
materials. So I suggested producing a
swatch set that included all this color
and texture information. Presenting her
customers with such a sampler had never
occurred to her. And about the production
process: some of the work, such as
attaching the brush or shaping the wood,
was done at other workshops. Only after
going through all these processes did the
brushes arrive at Ms. Ayran’s workshop,
and she went on to apply to them the
bone elements I'd designed. Horns are
cylindrical, but she said it would be

very difficult to curve the bone, and that
she needed a flat surface to work on. I
kept this in mind while designing, and
used geometric patterns. Of course it is
important to keep ergonomics in mind

when designing an angular shaving brush.

The whole process really excited me. I
think it enriches my design approach to
explore new materials and figure out ways
of working with them.

MY: Do you intend to continue the
process that’s started with this project?
HG: IfId been asked for a dress, I could
have come up with a variety of designs
around bone, but this project was for

an object that would be exhibited at the
Istanbul Modern store. Going forward, I
intend to use bone in my own collections.
I've seen what possibilities bone and

horn offer, and what techniques yield
good results, so I know I can achieve any
effect I want to. I definitely want to try
incorporating such a hard material on a
piece of clothing, for instance.

MY: You're a designer who enjoys
experimentation. Would you rate your
experience with this project as having
been experimental?

HG: Part of the experimental process
for me is to bring together different fields.
We collaborate with craftspeople when
working on our fashion collections as well.
It’s impossible for us to offer any products
without them. This project is important,
in that it allows for craftspeople to be
exposed to the design process. It also
enriches design to learn from craftspeople
about the physical properties of the
materials and the intricacies of working
with them.

MY: What do you think about younger
designers’ relationship to crafts?

HG: I've been mentoring students at

a university for the past six years. I've
observed that they are very limited

in their curiosity and inquisitiveness
regarding new materials. They think
fashion designers only work with fabric.
They should know about all techniques,
whether technological or traditional. I
think it is a very useful skill for a designer
to be able to follow all the processes the
material goes through. Every material can
assume myriad forms, but one needs to

know it well and spend time with it. We'll

hold a workshop as part of this project.
think it will stimulate students to uncover

processes that they are unfamiliar with.
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Merve Yiicel: Bu proje kapsaminda
Ekrem Bey ile sedef, Hatice Hanim ile de
kemik tiriinleri tizerine ¢alisiyorsunuz.
Kemik oymaciligi tam olarak nedir?
Fatma Ayran: Ben bir kemik oyma
ustas1 degilim ama kemik, sedefkarlarin
da kullandig: bir malzeme. Biz,

kemik, boynuz ve sedef gibi dogal
malzemeler kullantyoruz. Boynuz
1styla sekil alabilen bir malzeme,
keratinden olusuyor. Geyik, manda,
kog, bufalo gibi biiyiikbas hayvanlarin
boynuzlarin: kullaniliyoruz. Kemik,
beyaz renkte gozenekli ve sert bir
malzeme. Boynuz ise, damarli, hareli
ve kemiksi bir malzeme. Boynuza 1s1yla
sekil verebilirsiniz, egrisel bir ytizey
elde edebilirsiniz, ama kemikle bunu
yapamazsiniz.

MY: Kemik ve boynuz nasil isleniyor? Bu
malzemelerle ¢alismanin zorluklar: nedir?
FA: [slemeye baglamadan 6nce
boynuz ve kemigi temizlemek i¢in
tuzlayp giineste yaklasik bir ay siireyle
bekletmeniz gerekiyor. Bu sayede
malzemenin i¢ kismindaki et ve yag
pargalarini ¢iiriitiyorsunuz. Bu da ¢ok
kotii kokan bir siire¢. Cilirtitme islemi
bittikten sonra kesip kaynatiyoruz,
sonra da malzemeyi mengene ile
sikigtirip birkag giin bekletiyoruz. iki
metal arasinda sikistirdiginiz zaman
kaynamis olan kemik veya boynuz
tizerinde sok etkisi yapryor. Sonra
tekrar kaynatip ayni sikistirma iglemini
ters taraftan yapiyoruz ki malzeme bir
tarafa egilmesin. Tim bunlar olduk¢a
zaman alan islemler. Temizledikten
sonra malzemeyi zimparalayarak
diizeltmeniz gerekiyor. Her tarafini esit
kalinliga getirdikten sonra yapacaginiz
triine gore, kil testere ile kesme veya
cakmak yardimiyla 1sitarak kivirmak
gibi cesitli islemler uygulayabilirsiniz.
Islemeye basladiktan sonra ¢ok sicak su
veya ates ile temas ettigi takdirde ¢ok
kotii koku veren malzemeler bunlar.
Kemik go6zenekli bir malzeme

oldugu i¢in, zimpara yaptiktan sonra

gozeneklerin i¢ine her zaman bagka bir
madde doluyor. Bu nedenle biraz daha
hareli goriinen bir ytizeyi var.

MY: Kemik ve boynuz ile nasil iiriinler
ortaya gikartiyorsunuz?

FA: Cok gesitli kullanim alanlar1

var. Boynuzu en ¢ok tarak yapiminda
kullaniyorum. Manda boynuzundan
yapilan tarakla taranan saglarda
elektriklenme ve kirilma olmaz.
Osmanli doneminde ok¢ularin
kullandig: zihgir yiiziiklerinde

de kullanilir. Kemigi ise kolye ve
yuziik gibi takilarda, hattatlarin
kalemlerini agmak i¢in kullanilan
maktalarda, filetolarda, camilerdeki
kapi islemelerinde, rahlelerde, ve
Selguklu yildizinin kenarlarinda
kullaniyorum. Cok sert bir malzeme
oldugu i¢in ayakkabi topugunda bile
kullanilabiliyor.

MY: Hatice Hanim ile bir tiras ve allik
firgasi seti yapiyorsunuz. Bu iirtinler igcin
hangi malzemeleri kullaniyorsunuz?
FA: Bu iriinler i¢in, manda ve kog
boynuzu kullaniyoruz. Kog boynuzu
ince uzun oldugu i¢in genis plakalar
¢ikartamazsiniz. Benim igin en giizeli,
simsiyah olan manda boynuzu. Hatice
Hanim ise en ¢ok ko¢ boynuzunu
begendi. Uriinlerin iskeletini bir
marangoz yardimiyla ahsaptan

olusturuyoruz, daha sonra tizerini

farkli desenlerde boynuz ile kapliyoruz.

Bir tirtinde birden fazla boynuz
kullanabiliyoruz. Ornegin allik firgasi
i¢in sekiz yiizeyi de tamamen manda
boynuzu ile siyah kaplayip, aralara
acik renkli kog boynuzundan yildiz
desenlerini ekliyoruz. Renk ve doku
birlesimleri tasarima gore degisiyor.
MY: Bir tasarumciyla birlikte ¢alismak
nasil bir deneyimdi?

FA: Siirekli ayni isi yaptiginiz zaman
malzemeleri istediginiz sekilde
isliyorsunuz, ama kullandiginiz
desenler birbirini tekrar ediyor.

Bir tasarimcinin bakig agisi ve

disiplini ¢ok farkli oluyor. Hatice

Merve Yiicel: You're collaborating
on this project with Mr. Yal¢indag and
Ms. Gokge, working respectively on
nacre and bone. What exactly is bone
carving?

Fatma Ayran: I'm not a bone
craftsperson in particular, but it is a
material also used by people working with
nacre. We use natural materials such as
bone, horn, and nacre. Horn is a material
that becomes pliable under heat, as it is
made of keratin. We use the horns of large
livestock animals such as the buffalo, ram,
water buffalo, or deer. Bone is a white,
porous, and rigid material, whereas horn
is marbled, wavy, and bony in structure.
You can shape horn by heating it and you
can bend it, but you can’t do that with
bone.

MY: How are bone and horn worked?
What are some of the difficulties of
working with these materials?

FA: Before they can be worked, both
need to be salted in order to clean them,
and then sun-dried for about a month.
This speeds up the decomposition of soft
tissue and fats within the material. This
process is particularly foul smelling. Once
this is done, we cut the material up and
boil it, and then squeeze it in clamps for

a few days. This has a shock effect on the
just-boiled material. We then boil it one
more time, followed by clamping it the
other way around for a few more days.
This ensures that the material doesn’t
bend toward one side. This whole process
takes quite a while. Once cleaned up,

we need to sand the material in order to
smooth it and make sure that its thickness
is uniform. Depending on the object you're
trying to craft, you then use tools such as
a fretsaw to cut, or a lighter in order to
heat and bend the material. Once you're
working, these materials smell really bad
if they come in contact with very hot
water or with a flame. Because bone has
a porous fabric, every time you sand it
the pores fill up with dust composed of a
variety of things, lending the bone a wavy look.

MY: What are some of the products
you make out of bone and horn?

FA: There’s a wide variety of use cases. I
use horn mostly for combs. Hair combed
with one made of water buffalo horn won’t
carry static or become brittle. Horn was
also widely used to make archers’ thumb
rings under the Ottomans. Bone, on the
other hand, I use mostly for necklaces,
rings and other accessories, calligraphy
tools, fillets, architectural elements such as
door ornamentation in mosques, lecterns,
and along the sides of Seljuk stars. It’s such
a strong material that it can even be used
to make shoe heels.

MY: 1 see you're working on a set of
shaving and brush kit with Ms. Gékge.
What materials are you using?

FA: We're using, ram, and water buffalo
horn. Ram horns are long and thin, so
they don'’t yield wide sheets of material to
work with. My favorite is the pitch-black
water buffalo horn. Ms. Gokge favors

the ram horn, though. We work with a
carpenter to make a wooden framework
for the product, then cover it with horn

in a variety of patterns. We can use

more than one horn on an object. On the
blusher brush, for instance, we’ve covered
all eight facets with black water buffalo
horn and added lighter-colored stars made
of ram horn as a decorative element.
Color and texture combinations differ
depending on the design.

MY: What was it like, collaborating
with a designer?

FA: When you do the same work all the
time, you're free to work the material

as you please, but the patterns you use
become repetitive. A designer’s approach
and discipline is quite different. Before

she started with the designs, Ms. Gokge
asked me about the attributes of the
material, about techniques, and about any
limitations on what can be done. Because
she is mindful of how the material will

be worked, her designs are quite easy to
craft. Her designs are both traditional and

modern at the same time. I could say as
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Hanim tasarimlara baglamadan 6nce
malzemelerin ozelliklerini, kullanim
yontemlerini ve sinirlamalarini sordu
bana. Malzemelerin nasil islenecegini
distinerek bir calisma yaptigi i¢in
benim de islemem oldukg¢a kolay
oluyor. Hem ¢ok modern hem de
klasik bir ¢izgisi var tasarimlarin.
Hatice Hanim benim isime benden
daha ¢ok kiymet veriyor diyebilirim.
Boynuz gesitleri icin bir ¢alisma yapti
mesela. Kullanabilecegimiz tiim farkls
malzemeleri bir dosyada birlestirdi.
Ben miisteriye malzemenin ham
halini gésteriyorum genelde. Caligma
bittikten sonra rengi, dokusu degisiyor
tabi. Boyle bir kartela gostermek ¢cok
daha iyi olur. Genel olarak ¢ok keyifli
bir ¢alisma oldu. Hatice Hanim ile
tanigmis olmaktan ¢ok mutluyum.
Belki ileride gozliik yapiminda tekrar

bir araya gelebiliriz.

well that Ms. Gokge appreciates my work
more than I value it myself. She studied a
whole variety of horns, for instance, and
made a file with all the potential materials
I could use. I usually show clients the raw
state of the materials. Of course, the color
and texture change after they are worked.
It would be much better to present such a
file with examples. Overall it was a very
enjoyable experience. I'm glad to have met
her. Perhaps in the future we could work

together on a pair of glasses.
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Hatice Gokcge
Tasarimci Designer

1973 yilinda dogan Hatice Gokge, Mimar Sinan Giizel Sanatlar Universitesinden
mezun oldu ve 1998 yilinda kendi tasarim atolyesini kurdu. Tiirkiyede erkek giyimi
denildiginde akla gelen isimlerin basinda yer alan ve Moda Tasarimcilar: Derneginin
kurucu tiyesi olan tasarimci, Birlesmis Milletler’in de destekledigi sosyal sorumluluk
projesi Argande’nin 2008 yilindan beri tasarim koordinatorliigiinii wistleniyor. Hatice
Gokge, kendi adini tagiyan erkek giyim markasinda deneysel ¢alismay: benimsiyor ve

yenilik¢i kumasglarla tasarimlar ortaya koyuyor.

Born in 1973, Hatice Gokge graduated from Mimar Sinan Fine Arts University and started
her own design studio in 1998. A prominent name in Turkey’s men’s apparel circles, she is a
founding member of the Fashion Designers’ Association and has served as design coordinator
for the UN-supported charity Argande since 2008. Gokge favors an experimental approach

in her eponymous male fashion brand and uses innovative fabrics in her designs.

Fatma Ayran
Sedefkar Nacre Craftsperson

Yirmi dort yaginda bir sedef ustasi olan Fatma Ayran, Kayseride dogdu. Meslek
hayatina tezhip, hat ve ¢ini sanatlarini 6grenerek baslayan Ayran on dort yasinda
sedefkdr Ahmet Sezen’in yaninda ¢iraklik yaparak sedef zanaatini 6grenmeye basladi.
Ayasofya ve Silleymaniye Camileri kapsamindaki sayisiz restorasyon projelerinde gorev
alan Ayran, 2010 yilinda Kii¢iik Ayasofya, Istanbulda kendi atélyesini acti. Istanbul
Ticaret Odas1 ve Uskiidar Katibim El Sanatlarr'nda cesitli sergiler agan zanaatkar,
Eser-i Istanbul tarzinda galigan nadir sanatgilar arasinda olup, bu daldaki tek kadin
sanatcidir. Sedefin yani sira glimils, inci, giil agaci, abanoz agaci, kemik ve boynuz gibi

dogal malzemeleri de kullanan Ayran, galigmalarini atolyesinde siirdiiriiyor.

Born in Kayseri in 1992, Fatma Ayran started her career learning the crafts of manuscript
illumination, calligraphy, and tile making. She started apprenticing for the master nacre
worker Ahmet Sezen at the age of fourteen. She has worked on numerous restoration
projects at the Hagia Sophia and Siileymaniye Mosques, and opened her own workshop
in the Istanbul neighborhood of Kiiciik Ayasofya in 2010. She has displayed her work at
the Istanbul Chamber of Commerce and at the Uskiidar Katibim Handcraft Center. She is
one of very few craftspeople, and the only woman, practicing the Eser-i Istanbul style. In
addition to nacre, Ayran uses silver, pearls, rosewood, ebony, bone, and horn in the works

she continues to produce in her workshop.

Videoyu seyretmek i¢in liitfen tiklayin.

Please click for video.

- ISTANBUL MODERN PLATFORM FOR CRAFTS, ART AND DESIGN -


http://www.istanbulmodern.org/video/zsvtp-hatice.mp4
http://www.istanbulmodern.org/video/zsvtp-hatice.mp4
http://www.istanbulmodern.org/video/zsvtp-hatice.mp4

- ISTANBUL MODERN ZANAAT, SANAT VE TASARIM PLATFORMU -

40

Karakarga

Fonksiyon: Tiras fircas:
Renk Segenekleri: Siyah, beyaz, kahverengi
Olgiiler: y 130 mm x @ 50 mm
Malzeme: Manda ve kog boynuzu

El yapim1

Function: Shaving brush
Colors: Black, white, brown
Dimensions: h 130 x @ 50 mm
Materials: Water buffalo horn and ram horn
Handcrafted

Blackcrow
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BAKIR: Bakir esyalar, bakirdan ve piring diye tabir edilen ¢inkonun karigimindan
elde edilen maddeden iglenerek yapilir. Isitilarak yumusatilan bakir madeninin islenir
hale getirilmesine tavlama islemi denir. Bu islemin cesitli alet ve silahlarin yapiminda

kullanildigy ilk 6rnekler, Anadoluda Cayoniinde bulunmustur.

Kiilce halindeki hammadde bakir 6nce eritilerek kaliplara dokiiliir, daha sonra
silindirden gecirilerek inceltilir. Bu islemlerden sonra farkli kalinliklarda levhalar
haline getirilen bakir, dovme, dokme, sivama (tornada ¢ekme) ve preste basma gibi
teknikler kullanilarak bi¢gimlendirilir. Binlerce yildan beri uygulanan dévme teknigi,
bakirin ¢ekig ile doviilerek sekillendirildigi, bilinen en eski tekniktir. Stvama teknigi ise,
bakirin, yapilacak iiriiniin tornaya baglanmis kalibina 6zel demir ¢ubuklar yardimiyla
stvanmasidir. Cekme teknigindeyse bakir istenilen tahta kaliplara gore tornada ¢ekilir.
Kazan, testi, legen, tas, tencere, tava, sahan, bakra¢, mangal, ibrik, tepsi, saksilik gibi
triinler dévme ve sivama teknikleri ile yapilir. Geleneksel bakircilik sanatinda, ¢esitli
stislemeler yapmak i¢in kazima, kabartma, zimba ile vurma, ajur (kesme) ve kakma

gibi bircok bezeme teknigi kullanilir.

Sel¢uklu déneminde ¢ok gelismis bakir kap yapim ve isleme teknikleri uygulanmistir.
Osmanli déneminde ise, Anadolu ve Balkanlardaki bakir madeni yataklar1 yogun
olarak igletilir ve bu donemde bakir, savas sanayisi, darphane ve sosyal hayattaki
ihtiyaglar1 karsilamak i¢in yaygin olarak kullanilir. Aliiminyum ve plastik gibi ucuz,
alternatif malzemelerin ortaya ¢ikmasi bakirciligin gerilemesine neden olsa da, turistik

talebin el sanatlarinda yogunlagmasi bakircilig1 canlandirir ve i¢ talebi de genistir.

COPPER: Objects can be made of copper alone, or of brass, which is an alloy of copper
and zinc. The process of heating the metal in order to make it pliable is called annealing. The
earliest examples of tools and weapons made with this method were discovered at Cayinii,

in Anatolia.

Copper ingots are melted and poured into cups, and then pressed through a rolling cylinder in
order to produce sheets of copper at various thicknesses. The sheets are shaped by pounding,
casting, plastering in a lathe, or stamping in a press. Striking the metal with a hammer is
the oldest known technique, and has been used for thousands of years. Plastering copper
is the technique of applying the metal to a wooden cast attached to a lathe with special
iron rods. Objects such as cauldrons, jugs, washbasins, bowls, pots, pans, buckets, braziers,
pitchers, and trays are usually made by plastering and pounding copper. There are a variety
of ornamentation techniques for copper objects, including scratching, embossing, stapling,

open working, and inlaying.

The Seljuk period saw highly advanced copper production and crafting, and the Ottomans
mined copper in great quantities in the Balkans and Anatolia, making it a commonly
used material for weapons, minting, and various social needs. Even though the advent of
alternative, cheaper materials such as aluminum and plastics has caused a major decline in

copper working, tourism-related demand has kept the craft alive.
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Merve Yiicel: Sizi hem i¢c mimarlik
hem de mobilya tasarumi projelerinizle
tanyoruz. Tasarim yaklasiminizi nasil
tarif edersiniz?

Atilla Kuzu: Zaman icerisinde
degisen egilimlerim oldu ama ¢ok
genel bir parantez agarsak, “modern
yaklagimlar” diye tarif edebilirim.
Otuz kiisur yillik bir mesleki

gecmisi gozden gecirdigimde, 1980

ve 90’11 yillardaki ¢alismalarimla,
2000’lerde yaptigim isler arasinda
gorsel anlamda enteresan farkliliklar
var. Herhangi bir akimin takipgisi
degilim ama diinyada neler olup
bittigini elbette yakindan izliyorum.
Giinimiizde ¢ok hizli ilerleyen
teknolojik gelismelerin triinlerimize
yansimasinin gerekliligine inaniyorum
ama bunu yaparken de ge¢misten
gelen aliskanliklarimizi veya geleneksel
dokunuslar1 unutmamaliyiz. Son on
yildir 6zellikle mimari akimlarin i¢inde

kendine yer bulan eskiye 6ykiinme

yaklasimindan bahsetmiyorum. Bunu

¢ok dogru bulmuyorum, ¢iinkii bir seyi
alip eskiden oldugu gibi kullanmak
degildir gelenegi yasatmak.

MY: Son yillarda Batidaki sanayilesmis
pazar ekonomilerinde zanaatin tasarim
glindemine geri doniisii genis bir
kapsamda tartisiliyor. Tiirkiyede ise
durum biraz daha farkh. Ulkemizde
sanayilesmis iiretim sistemleri ve
tasarimcilarin zanaat ile iliskisini nasil
degerlendiriyorsunuz?

AK: Acikcasi tasarimcilar tarafindan
ihmal edilmig bir konu bu. Tasarim,
mimari, i¢ mimari son kullanici
itibariyle diisiindiigtimiizde biraz liikse
kagan aligkanliklar. Bunu talep eden
kisilere hitap ederken, belli kriterleri
g6z 6ntinde tutuyorsunuz. Tirkiyedeki
tasarim ve i¢ mimari projelerine
ayrilan biitgelerin lizumsuz oldugunu
diisinen, azimsanamayacak kadar
biiyiik bir kitle var. Biitiin bunlarla
birlikte, giinliik streslerimiz igerisinde

zanaat meselesini ihmal ettigimiz ve bir

kenara koydugumuz gergek. En hizli ve
pratik iiretim bicimlerini arastirirken
zanaat atélyeleri ile birlikte gelisen
geleneksel teknikleri aragtirmayi,
bunlar1 kendi uygulamalarimizda
denemeyi unutuyoruz.

MY: Risk alir misimiz mesela?

AK: Ofisimizi kurdugumuz

giinden itibaren deneysel ¢aligmaya
gayret ediyoruz. Ozellikle farkls
malzemeleri kendi baglamlarinin
disinda kullanmaya ¢alisiyoruz.
Bunun bazen ¢ok heyecan verici,
bazen de ac1 sonuglari olabiliyor. Bu
proje de benim igin bir risk mesela.
[k teklif edildiginde memnuniyetle
kabul ettim, ¢iinkii son donemlerde
mobilya tasarimi disinda obje tasarimi
konusundaki etkinliklere de katilmaya
basladim. Riskli bir proje ¢iinki,
tasarimciy1 kosullandirdig: bir yonelim
var. Zanaatkar ile tasarimcinin bir
araya gelmesinin ne demek oldugunu
iyi 6ztimsemek gerekiyor. Gegmisten

gelen zanaatlari ¢agdas tasarim dili

Merve Yiicel: We know you for both
your interior architecture projects and
your furniture designs. How would you
describe your approach to design?
Atilla Kuzu: My tendencies may

have changed over the years, but if I had
to, I could generalize and say “modern
approaches.” Looking back on a career

of more than thirty years, there are
interesting visual differences between my
work from the 1980s and 1990s and my
later work. I don’t adhere to this or that
school, but of course I do closely follow
what goes on in the world. I believe in the
necessity of reflecting the fast-evolving
technological advancements of our day

in our work, but I also think that we
shouldn’t abandon habits or traditional
touches from our past. I'm not talking
about the retro-inspired wave that’s been
sweeping over architecture in particular
over the past ten years. I don’t particularly
approve of this. I don’t think just taking

something and rehashing it is the way to

keep traditions alive.

MY: The return of crafts into the
design agenda in industrialized
Western market economies has been
discussed across a wide spectrum in
recent years. The situation is rather
different in Turkey. How would

you evaluate the relationship that
industrialized production systems and
designers have with the crafts?

AK: Honestly this is an issue thats

been neglected by designers. Design,
architecture, and interior architecture,
when considered in terms of the consumer,
are habits on the luxury end of the
spectrum. When catering to individuals
who demand this, you keep certain
criteria in mind. There are a substantial
number of people in Turkey who think
that the amount of money spent on
design and interior architecture projects is
unnecessary. Also, it is a fact that amidst
our daily struggles, we neglect and ignore
the issue of crafts. When researching the

quickest and most practical production

methods, we forget to collaborate with
craft workshops to evaluate traditional
methods, and we forget to use these in our
production processes.

MY: Do you take risks, for instance?
AK: Ever since we founded our studio,
we've tried to work experimentally. In
particular we try to use various materials
outside of their traditional use scenarios.
This can sometimes lead to very exciting
outcomes, and sometimes to utter failures.
This project, for instance, is also a risk
for me. When it was first proposed, I
gladly accepted, because recently I'd been
attending events on object design too, in
addition to furniture. It’s a risky project
because it conditions designers toward a
certain tendency. It's necessary to properly
internalize what it means for a designer
and a craftsperson to collaborate. When
trying to incorporate traditional crafts
into a contemporary design language, you
inevitably risk going down a traditionalist
road. I've suffered through this.
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igerisine nasil harmanlayacaginizi
diistiniirken, ister istemez geleneksel
bir yola sapabiliyorsunuz. Ben bu
sanciy1 ¢ektim.

MY: Tasarum her zaman sancili bir
stirectir. Bu projenin fark: ne oldu?

AK: Siireg icerisinde ilerlememiz
gereken dogrultuyu gosteren denemeler
yaptik. Bakir ile ilgili gegmiste yapilmig
ornekleri arastirdim. Sel¢uklu motifleri
gibi geleneksel desenler siklikla
kullaniliyor. Oncelikle bu geleneksel
gizgileri parametrik tasarimin i¢ine
adapte etmeye kosullandim ama bu
yontem beni tatmin etmedi. Esas
olmasi gereken Beto Ustanin el
isciligini ve naif tavrini, modern bir
anlay1s icerisinde, son kullaniciya hitap
edecek bir bigime sokmakti. Sonug
olarak ikimizin de ¢ok igine sinen bir
stireg ve iirlin ortaya koyduk. Bakirin el
isciligi ile doviilmiis halini giiniimiiziin
getirdigi teknolojik kolayliklarla bir
araya getirdik.

MY: Kag prototip yaptiniz ve ilk
prototipten son iirtine kadar ne gibi
degisimler oldu tasarimda?

AK: [k prototipte benim énerdigim
tasarimi sadece el isciligi teknigini
kullanarak nasil tiretebilecegimize
baktik. Beto Usta ¢ok ozverili ve giizel
caligmalar yapti, fakat tipki benim gibi
onun da kendi aligkanliklar: var. O da
ilk prototipi yaptiktan sonra benim
tasarimim igin en uygun teknikleri
etiit etmeye baslad1. Tecriibelerine
dayanarak en dogru ¢oztimleri

onerdi. Toplam ii¢ prototip yaptik. Bu
anlamda projenin hedefine ulastigin
distintiyorum.

MY:: Beto Usta ile birlikte calismaya
hangi asamada basladiniz? Siireci biraz
anlatir misiniz?

AK: Bakir benim i¢in yeni bir
malzeme, 6zellikle is¢iligini
tanimryorum. Her seyden 6nce
Kapaligarsr'ya Beto Ustanin atdlyesine
gittim. Bu ziyaret benim i¢in ufuk agic1

oldu. Yaptig1 islere baktim, kullandig:

farkli teknikleri video ile kaydettim.
Ustaliginin en vurgulu kisminin

bir tiriinii doverek sekillendirmek
oldugunu goérdiim. Siireg boyunca fikir
aligverisimiz devam etti. Beto Usta
tepsinin boyutlari, iiretim yéntemi

ve bakirin rengi gibi pek ¢ok tasarim
kararinda inisiyatif de kullanarak
¢Ozum uretti.

MY: Daha once bir zanaatkdr ile birlikte
calistiniz mi?

AK: Daha 6nce Erdem Akan’in
kiiratorligiint yaptig1 “Fikir Dokimi”
sergisi i¢cin bronz dékiim yontemiyle
tiretilen objeler tasarladim. Bakinca
keyif vermek disinda bir fonksiyonu
olmayan, estetik nesnelerdi. Bu proje
ile birlikte ilk defa bir zanaatkarla bire
bir ¢caligtim.

MY: Zanaat eksenli tiretim sizin
tasarim pratiginiz icin nasil avantajlar
ve dezavantajlar sagladi? Bu proje

ile baslayan siireci devam ettirmeyi
diisiiniiyor musunuz?

AK: Beto Usta ile calismaya devam
edebilirim. Her seyden 6nce ¢ok pozitif
bir insan. Ayrica, bu isi iistatlardan
6grenmis bir usta. Devamini getirmek
isterim ¢linkii benim igin ¢ok zihin
tazeleyici bir deneyim oldu. Ortaya
bir prototip ¢iktiktan sonra, onun
versiyonlar, alternatifleri {izerine
durmadan disiiniir hale geldim.
Genelde ¢ok daha biiyiik 6l¢ekli i¢
mimari ve mobilya tasarimlarim var
ama obje tasarimi da ilgimi ¢eken bir
konu. Bu alanda denemeler yapmak
istiyorum. Umarim gergeklesir.

MY: Geng, yeni mezun tasarimcilarin
zanaata yaklasmmini nasil
degerlendiriyorsunuz?

AK: Herhangi bir ilgileri oldugunu
diisiinmityorum. Tasarimei ve iiretici
karsilasmasini daha 6ne ¢ekmek,
tiniversite siirecinde bu iliskiyi
kurmak gerekir. Ben, eski adiyla
Tatbiki Giizel Sanatlar, simdiki

adryla Marmara Universitesi Giizel

Sanatlar Fakiiltesi'nde okurken biz

prototiplerimizi atlyede kendimiz
iretiyorduk. Bu da meslek ile yeni
tanisan 6grenciler icin hem ¢ok egitici
hem de ¢ok keyifli bir siirecti. Yeni
neslin kendji iiretimlerini yapmasinin
ve zanaatkérlar ile bir araya gelip,
bizimkine benzer bir ¢aligma ortamina
girmesinin meslege olan ilgilerini
arttiracagini diigiinityorum. Her

seyi bilgisayar ortaminda yapryorlar.
Teknolojiye kesinlikle kars1 degilim,
hatta var olan biitiin yontemler
kullanilmali ama bunu 6zellikle
Iskandinav iilkelerinde oldugu gibi
kiiglik imalat atolyelerindeki siireglerle
birlestirmenin, sonug {iriinlerin

lezzetini arttiracagini diisliniiyorum.

MY: Design is always an agonizing
process. What was different about this
project?

AK: As part of the process, we did a few
experiments regarding the direction we
would take. I researched past examples

of work done with copper. Traditional
patterns such as Seljuk motifs are heavily
used. I was initially set on adapting these
traditional patterns into parametric
design, but this approach didn’t satisfy me.
The main point had to be taking Master
Beto’s handwork and candid attitude, and
offering it to the consumer in a modern
envelope. In the end we created an object
that we were both well satisfied with. We
merged traditionally crafted copper with
the technological conveniences of our day.
MY: How many prototypes did you
make, and how did the design change
from the earliest model to the final
product?

AK: In the first prototype we looked

at how we could craft my design using
only handwork. Master Beto worked
diligently on this, but, like me, he also has
his own habits. After the first prototype

he too started to study the most suitable
techniques for my design. He proposed

the best solutions based on his experience.
Overall we made three prototypes. On this
account, I think the project was successful.
MY: At what stage did you start
working with Master Beto? Can you tell
us a bit about the process?

AK: Copper is a new material for me,
and I'm particularly unfamiliar with its
craft. Before anything, I visited Master
Beto at his workshop in the Grand Bazaar.
This visit was revelatory for me. I perused
his works, and I videorecorded the various
techniques he used while working. I saw
that the most assertive aspect of the craft
was to shape an object by striking it on
the anvil. Our exchange of ideas lasted
throughout the process. Master Beto took
initiative and provided solutions on a
range of design decisions, including the

size of the tray, its method of production,

and the color of the copper.

MY: Had you ever worked with a
craftsperson before?

AK: I had designed cast-bronze objects
before, in connection with the “Idea
Casting” exhibition curated by Erdem
Akan. They were aesthetic objects that had
no purpose other than to look pleasing.
This project was the first time I worked
directly with a craftsperson.

MY: What advantages and
disadvantages did a crafts-based
approach have for your design practice?
Would you consider continuing the
process initiated by this project?

AK: I could go on working with Master
Beto. Above all he is a very optimistic
man. He is also a master craftsman

who learned from the best. I would like

to work further because it was a very
mind-refreshing experience for me.

Once a prototype was done, I couldn’t
stop thinking about alternate versions.

T usually work on much larger-scale
architectural and interiors projects, but
I'm also interested in designing objects. Id
like to experiment with this, and I hope I
am able to.

MY: How would you assess the attitude
of young, newly graduated designers
toward the crafts?

AK: I don't think they have anything to
do with it. It is necessary to bring forward
the encounter between designer and
producer and to establish this relationship
during the university education process.
When I was a student at the Fine Arts
Faculty (now the Marmara University
Faculty of Fine Arts), we made our
prototypes ourselves in the workshop.

This was a very educational and
enjoyable process for young students
being introduced to their profession. I
think it would help the new generation

be more involved with their chosen
profession to bring them in closer contact
with craftspeople and to do hands-on
work themselves. They do everything

on a computer. I'm most definitely

not against technology; in fact I think
it should be used to the fullest extent
wherever possible. But I also think that
combining technology with work done
at small craft workshops, as is often the
case in Scandinavian countries, makes

the resulting products that much more

appealing.
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Merve Yiicel: Bakir oyma zanaatina
nasil basladiniz?

Battal Yakut (Beto Usta): Dogma
biiyiime Kumkapiliyim ben. Ilkokulu
bitirdikten sonra ortaokula bagladim
ama maddi nedenlerden dolayi ikinci
siniftayken birakmak zorunda kaldim.
Mabhalleden arkadaglarim, ilk ustam
Varujan Halkacioglu'nun bir ¢irak
aradigini soylediler. O zamanlar
kakmacilarin cogu Kapaligarsrdaki
Kalicilar Han'daydi. Eskiden

degerli madenlerin en iyi ustalar1
gayrimiislimdi. Osmanli zamaninda
gayrimiislimlere doktorluk, askerlik,
bankacilik gibi kamu gorevleri
verilmedigi i¢in, onlar da sanata
yonelmis. Benim ise basladigim
donemde de ustalarin cogu kendi etnik
kokenlerinden ¢irak alirdi. Beni ise
sokmak i¢in de araya ¢ok insan girdi
ve sonunda Varujan Ustanin yaninda
basladim ¢aligmaya. Bakirin kokusunu
bir kere alirsan birakamazsin bir daha
derlerdi, nitekim 6yle de oldu. Cok
dayak yedim, ayak isi yaptim ama ¢ok
sey 0grendim ustamin yaninda.

MY: Cirakliginiz ne kadar siirdii?

BY: Varujan Usta’nin yaninda
calismaya basladigim zaman on bir
yasindaydim. Bir bucuk sene sonra
elim kalem tutmaya bagladi, ustam

da tezgahta galijmama izin verdi. Iki
buguk sene sonra kalfaligim baslad1
diyebilirim. Ilk ustamin yaninda

alt1 sene ¢alistim. Onun yanindan
ayrildiktan sonra Siiren Kuran adli
baska bir Ermeni ustanin yaninda
basladim ¢aligmaya. Bir buguk

sene sonra da askere gittim. Benim
tanidigim en biiyiik usta Kirkor
Inceyandir. Onun eserleri baska

bir dil konusur. Askerden donitince,
kakmacilig1 Kirkor Ustadan 6grenen
Aram Ok¢u’nun yaninda ¢aligmaya
basladim. Aram Usta’nin yaninda
¢aligmaya basladigimda, onun kadar
olmasa bile, ben de usta olmustum

artik. Kakma, tesviye, kaynak gibi

islemlerin hepsini birlikte kendi
atolyemizde yapiyorduk. Dort sene
boyunca, hem manevi hem maddi
anlamda ¢ok sey 6grendim. Lakab1
Deli Aramydir, akillara zarar isler yapar.
Ortada ¢izim olmasa bile tarif edilen
her seyi anlar ve kendi yorumunu da
katarak mitkemmel bir is¢ilik ¢ikartir.
Onun yaninda son dokunuslari,
hassas hareketleri, oyunlar: 6grendim,
ayrildiktan sonra da kendi at6lyemi
kurmaya karar verdim.

MY: Bakir kakmacilik sanat: dedigimiz
sey tam olarak nedir?

BY: Kakmacilik metal ig¢iliginin
tekniklerinden biridir. Kakmaci
olabilmek i¢in degerli madenlerin
hepsini isleyebilmek gerekir. Bakir:
isleyebilen, altin, giimiis ve sar1 gibi
tim metallere sekil verebilir. Ama
alagimini iyi ayarlarsaniz, bu iste

en giizel sekil alan madenler giimiis

ve bakirdir. Kakma tekniginde,

celik kaleme cekig ile vurarak

belli kalinliktaki bir metal levhay:
sekillendiririz. Vazo gibi bir tirtin
tizerinde ¢alisacaksak, i¢ kismi
horasan (tugla tozu), recine, zeytinyagi
ve katrandan olugan bir karisimla
doldururuz ve dis yiizeyinden isleriz.
Bu karigimin oranlari mevsime gore
belirlenir. Eger parca ¢ukur kase veya
sekerlik gibi bir forma sahipse ici zift
dolu bir kaba oturtulur ve bu defa ig
yiizeyinden ¢alisilir. Bu is ressamlik
gibidir, sanatsal yonii agir basar. Iyi bir
kakmaci ustasi olabilmek i¢in hayal
glict, resim bilgisi, perspektif duygusu
ve ¢ok calismak gerekir. Madenler,
cekicle ors tizerinde doviilerek de
sekillendirilir, buna da dévii teknigi
diyoruz. Bu da tarih 6ncesi ¢aglardan
beri kullaniliyor.

MY: Atolyede ne tarz isler tiretiyorsunuz,
nasil iiriinler iizerinde ¢alisiyorsunuz?
BY: Genelde dogaglama galisiyorum
ama misterinin belirgin bir istegi
varsa onu da yapiyorum. Fermanlik,

kapakli sahan, buhurdanlik, hamam

tasi, vazo ve sekerlik gibi hediyelik
esyalar tiretiyorum. Calismaya
basladigim zaman 6nce hayal ediyorum
ne yapacagimi. Goriintityli zihnimde
canlandirdigimda tasarimin oturup
oturmadigini hissedebiliyorum. Sonra
da elde islemeye basliyorum.

MY: Kendi tasarnminiz olan diriinleri
nerede satiyorsunuz?

BY: Eskiden, asagida, Kapalicarsrdaki
ditkkanlara verirdim ama artik
meslekten biktirdilar. Emege sayg1
gostermiyorlar. Uriinlerin {izerinden
¢ok biiyiik kazang saglamak i¢in

fiyat kirtyorlar. Ben de sadece kendi
miisterilerime satiyorum. Yeterince
kazaniyorum ama herkesin durumu
ayni degil. Ditkkanlara muhtag olan
zanaatkarlar da var.

MY: Bu durumun oniine ge¢mek icin bir
yol yok mu?

BY: Avrupada 6rnekleri var. Belediye
veya bakanlik bir alan belirleyebilir.
Diistik bir kira bedeli karsiliginda hal,
ebru, sedef, bakir gibi zanaat atolyeleri
bir araya toplanir ve bu alanin turistik
anlamda tanitimi yapilir. Biz de bu
mekanlari atolye, sergileme ve satig
alani olarak kullaniriz. Gelen turistler
de hem iiretim siirecine tanik olur hem
de dogrudan bizden satin alir.

MY: Biraz Kapalicarst’y: anlatir misiniz?
Pastirmaci Handa sizden baska hangi

atolyeler var?

BY: Kapalicarsi ayri bir
diinyadir. Carsi‘da biiyiiyen
birine liniversiteyi bitirdin

mi degil, Carsi'y: bitirdin mi
diye sorarlar. Bizim isin okulu
yok zaten, burada égrenilir.

Pastirmaci Handa glimiis¢ii ve
kuyumcularin yani sira muma tag
dizmek, cilalamak gibi ara isleri yapan
atolyeler de var. Cogunlukla bizim
sektor ile ilgili atolyeler. Satis yapilan
dikkanlar Kapalicars'nin i¢inde.
MY: Birlikte ¢calistiginiz baska ustalar
var mi?

BY: Bazen maliyeti diisiirmek i¢in

kakma yapacagim objeleri sivama
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Merve Yiicel: How did you first start
with the craft of copper carving?
Battal Yakut (Master Beto): I
was born and raised in Kumkap. After
primary school, I started secondary
school, but had to drop out because I had
to work. Friends in the neighborhood
said that my first master, Varujan
Halkacioglu, was looking to take in a
new apprentice. Back then, most inlayers
were at the Kalcilar Han in the Grand
Bazaar, and the best craftspeople working
with precious metals were non-Muslims.
In the Ottoman period they couldn’t be
doctors, soldiers, or bankers, or in other
civil service positions, so most ended up
working in more artistic fields. When I
first started, most master craftspeople
picked apprentices from their own ethnic
background. A lot of people intervened
with Master Varujan on my behalf so he
would take me on, and he eventually did.
They used to say that once you caught a
whiff of the copper, youd never be able to
let go, which is exactly what happened.

I took a lot of beatings and did a lot of
grunt work, but I learned a lot from my
master.

MY: How long did your apprenticeship
last?

BY: I was eleven when I started along
Master Varujan. After a year and a half
I started to get the hang of the tools, so
my master let me work on the counter.
About two years or so after that, I became
a journeyman. I worked with my first
master for six years. I then worked with
another Armenian master named Siiren
Kuran. A year and a half later, I left for
my military service. The greatest master
I've ever known was Kirkor Inceyan. His
works speak a different language. After my
service I worked alongside Aram Okg¢u,
who had been an apprentice to Master
Kirkor. By the time I started working

for Master Aram, even if not quite at

his level yet, I was well on my way to
mastering my craft. We did all kinds of
inlaying, leveling, and welding together

in our workshop. For four years I learned
a lot, both practically and spiritually.

His nickname was Mad Aram, and his
work was unbelievable. Even without a
sketch he would immediately understand
what was described to him, and produce
a perfect result with beautiful personal
touches. I learned from him how to apply
final touches, delicate flourishes, and
small tricks, and once Id left his workshop
I opened my own.

MY: How exactly would you describe
the craft of copper inlaying?

BY: Inlaying is a branch of metalworking.
You need to be able to work all precious
metals in order to be an inlayer. If you
can work copper, you can also work gold,
silver, and brass. But if you're able to get
the alloy right, the best materials to work
are silver and copper. When inlaying,

we strike a steel chisel with a hammer

to shape a metal plate of a particular
thickness. If working on something like

a vase, we fill the inside with brick dust,
resin, olive oil, and tar, and then work

on the outside surface. How much of
each ingredient we fill the container

with depends on the season. If the object
is shaped like a bowl, it is placed in a
tar-filled basin and worked on the inside
surface. The work is somewhat like
painting; the artistic element is important.
To be a good inlayer one must have a
strong imagination, knowledge of painting
and draftsmanship, a sense of perspective,
and the will to work hard. Metals are
shaped by striking them on an anvil. We
call it the striking method, and it has been
used since antiquity.

MY: What sort of work do you perform
at the workshop, and what kinds of
products do you work on?

BY: I usually work impromptu, but Ill
also craft something specific that a client
may ask for. I make a lot of souvenirs

like scroll boxes, lidded pans, censers,
mazarines, vases, sweet bowls. I first
imagine what I'm going to make. I can

usually feel whether the design will work

when I picture it in my mind. I then get to
work crafting it.

MY: Where do you sell the products
you design yourself?

BY: I used to give them to shops down

at the Grand Bazaar, but I'm fed up

with them. They don’t respect our elbow
grease. They sell the products at a discount
in order to move more of them and
increase their profits. So I sell only to

my own customers. I make enough, but
not everyone is able to. There are a lot of
craftspeople who depend on these shops.
MY: Is there a way to remedy this?
BY: There are examples in Europe. A
municipality or a ministry can designate
an area. They can gather workshops for
carpets, nacre, coppet, marbling, and
other such crafts in a subsidized low-rent
area and use it in tourism promotion.

We can use such a space for workshops,
showrooms, and sales points. Tourists
can then both experience the production
process and buy directly from us.

MY: Can you tell us a bit about the
Grand Bazaar? What other workshops
are there in the Pastirmaci Han besides

yours?

BY: The Grand Bazaar is a
world unto itself. You don’t
ask someone who's grown up
in the Bazaar whether they’ve
completed university; you
ask them whether they’'ve
completed the Bazaar. Our
line of work can’t be taught in
a school anyway; you have to
learn it here. At Pastirmaci: Han,

in addition to silversmiths and jewelers,
there are workshops that perform a lot

of specialized intermediary jobs like
polishing and stone setting. Theyre usually
done in workshops around our industry.
Sales mostly happen at the Bazaar itself.
MY: Are there master craftspeople you
collaborate with?

BY: Sometimes I have the pre-inlaying
steps done at a plaster workshop in order
to reduce costs. In only a few minutes
they can achieve a form that would take

me a whole day. This reduces the cost
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atolyesinde yaptiriyorum. Benim yarim
giinde verecegim formu o sadece bes
alt1 dakika i¢inde tamamliyor, bu da
maliyeti ciddi anlamda disiiriiyor.
Yaptigim iiriine gore yine bu handaki
astarci, stvamaci, dokiimet, cilaci ve
kaplamacilarla ¢alisiyorum. Kaynak,
kakma, tesviye ve temizleme islerini
kendim yapiyorum.

MY: Atilla Bey ile birlikte yaptiginiz
tepsiyi biraz anlatabilir misiniz? Uretim
stireci nasil gelisti?

BY: Atilla Bey ile ilk karsilasmamiz
benim atdlyemde oldu. Ikimizin de
ne yapacagimiz, nasil bir projeye
basladigimiz ile ilgili fikri yoktu. O
giin hicbir sey demeden yaklasik
yarim saat boyunca ¢aligmalarimi
inceledi. Sonra da sorular sormaya
baslad1. Bir sonraki goriismemizde
ilk tasarimlarini getirdi. Ben de
tretim sirasinda ortaya ¢ikabilecek
sikintilar: belirttim, hangi ¢c6ztimiin
daha iyi sonug verecegini soyledim.
Bu is biraz pazarlik siirecine benziyor.
Uygulanabilecek bir siirii yontem

var ama Atilla Bey’in istedigi etkiyi
yaratmak i¢in sectigimiz yontemin
hem iyi sonu¢ vermesi hem de biitce
icinde kalmasi gerekiyor. Neyi nasil
yapabilecegimizi konustuk, tartistik.
Ben de bir numune hazirlamaya
basladim. Yapim asamasinda bir
sorunla karsilagirsam, buna bir ¢6ziim
iiretir ve devam ederim. Bu numune
icin de aynisini yaptim. Mesela ilk
gizimlerde dis kenarlari bir milimetre
olarak ol¢iilendirmis Atilla Bey ama
bunun olmas1 miimkiin degil. Ben de
iki milimetrelik plakadan yaptim dig
kasay1. Deneme yanilma yontemiyle
ilerledim. Bir malzemeyi islerken
malzeme konusur sizinle, sinirlarini
anlatir. Sonunda ilk denememiz
istenen etkiyi vermedi. Sonra baska
bir malzemeden lazer ile kesip tstiini
bakir kaplamaya karar verdik. Tepsinin
ustiine yerlesen dairesel formdaki

kaseleri de Ors tizerinde doverek

sekillendirdim. Uriiniin lezzetini de bu
islem veriyor.

MY: Bakir gecmisi yiizyillar oncesine
dayanan bir malzeme. Bu malzemeyi
giincel yorumlamak gibi bir kayginiz ya
da diisiinceniz var mi?

BY: Piyasada modern iiriinlerin alicis1
yok, o nedenle ben de genelde klasik
calistyorum. 2010 senesinde Istanbul
Avrupa Kiltiir Bagkenti olmugtu. Bir
firma icin bu kapsamda, sahan ve tepsi
gibi elliye yakin modern {iriin tasarimi
yaptim. Numuneleri yaptiktan sonra
tretimlerin onaylanmasini beklerken
fark ettim ki tasarimlarimi Hindistan'da
urettirmigler. Cok tztildiim. Yaklagik
alt1 ay sonra bagka bir miisterimden
tamir isi geldi. Hindistan'da yaptirilan
alt1 yiiz adet tirlin basarisiz olmus.
Firma da benim miisterimden

istemis tamir islerini. Bagka kimseye
yaptiramadiklari i¢in tekrar bana geldi.
MY: Bu zanaat adina ¢irakhiktan

yetismek icin hevesli olan gengler var mi?
BY: Simdiye kadar cok cirak
yetistirdim ama artik cirak

bulamiyoruz. Hem bu isten ekmek
kazanacagini disiinmityor kimse hem
de ¢ocuklar artik zorunlu egitimi ancak
on sekiz yaginda tamamliyor. O yasta
bir genci ¢irakliktan yetistirmemin bir
anlami yok, zaten bir sene sonra da
askere gidecek. Ne 6grenebilir ki?
MY: Peki, bu sikinti sizce nasil agilir, bu
anlamda neler yapilmali?

BY: ISMEK kurslar1 kuaférliik bile
Ogretiyor ama bizim zanaatin kursunu
a¢miyorlar. Ben bunu bir¢ok yerde
dile getirdim. Kirk bir yasindayim ve
Kapaligarsrda bu meslegi icra eden en
geng usta benim. Boyle giderse benden
sonraki nesilde titkkenecek. Kakmaciligi
ogretmek icin haftanin belirli saatlerinde
kurslar organize edilebilir. Titkenen

bir meslegi yasatmak i¢in bizim de
elimizi tagin altina sokmamiz gerekiyor.
Yetimhanelerde ya da hapishanelerde

de ders verilebilir, ama bu benim kendi
inisiyatifimle yapabilecegim bir is degil.

Yetkililerin yardim etmesi gerekir.

significantly. Depending on the object I'm
working on, I can collaborate with coaters,
plasterers, casters, polishers, and liners

in this Han. I do the welding, inlaying,
smoothing, and cleaning myself.

MY: Can you describe the tray you
made with Mr. Kuzu? How did the
production process work?

BY: Our first meeting was at my
workshop. Neither of us had any idea
what we were supposed to do, or what
kind of project this was. That day, he just
watched me work for half an hour without
really saying anything. Then he started
asking questions. The next time we met, he
came in with his first designs. I told him
about potential difficulties we might come
across in production, and which solutions
would bear the best results. It’s somewhat
like the process of haggling. There are a

lot of methods we could follow, but what
Mr. Kuzu asks for needs to be properly
applicable, have the potential for a good
outcome, and also stay within budget.

We discussed what we could make, and

I started on a rough sample. When I'm
confronted with a problem during the
production process, I'll find a remedy and
carry on. I did the same with this sample.
For instance, Mr. Kuzu’s design specified a
one-millimeter edge along the outside, but
this is impossible. So I made the outside
casing with a two-millimeter-thick plate
of metal. I followed a trial and error
method. When you're crafting a material
it speaks to you, it tells you its boundaries.
Eventually our first try didn't yield the
effect what we wanted. We then decided to
laser cut a different material and plate it
with copper. I made the circular bowls on
the tray by striking them on the anvil. This
is the step that provides the product with
a flourish.

MY: Copper is a material that goes
back centuries. Do you have any
agenda to lend it a contemporary
interpretation?

BY: Theres not much demand for

modern products on the market, so I

tend to work on traditional objects. In
2010 Istanbul was the European Capital
of Culture. A company commissioned
around fifty modern-style products in
connection with that, such as pans and
trays. After I designed and produced the
samples, I was waiting for approval to

go ahead when I heard that theyd had
my designs produced in India. I was
devastated. About six months later, a
customer came calling with a repair job.
The work done in India on six hundred
pieces had turned out to be defective, and
the company had commissioned my new
client with their repair. So because no one
else could do it, those pieces ended up in
my workshop after all.

MY: Is the younger generation

interested in apprenticing in your craft?
BY: I've trained a lot of

apprentices over the years, but
we can’t really find apprentices

any more. People don'’t think they’ll
be able to make a living doing this trade,
and compulsory education now goes all
the way up to when kids are eighteen
years old. There really isw’t much point
in training someone who’s already at that
age, as they’re going to leave for their
military service in a year anyway. What
could you teach them in such a short
time?

MY: So how do you think this could
be remedied? What should be done to
this end?

BY: Community education centers have
courses even for hairdressing, but not for
our craft. I've complained about this a
lot. I'm forty-one years old, and I'm the
youngest master craftsperson working on
my craft at the Grand Bazaar. If things
go on like this, we'll be extinct after the
next generation. Inlaying courses could be
arranged at certain hours every week. We
should also share the burden of saving an
endangered profession. Courses could be
provided at orphanages and prisons, but
these aren’t things I could do myself. The

authorities would need to help out.
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Atilla Kuzu
Tasarimci Designer

Marmara Universitesi Endiistri Uriinleri Tasarimi Béliimii, I¢ Mimarlik Anasanat
Dalr'ndan 1987'de mezun olan Atilla Kuzu, 1994 yilinda ortagi mimar Levent Cirpici
ile Zoom/Tpu (Tasarim Proje Uygulama) firmasini kurdu. 2001 yilinda Figen-Servet
Yazic1 Ev projesi ile prestijli Aga Han Mimarlik Odiilleri'ne aday gosterilirken, 2009
ve 2011 yillarinda Maslak Acibadem ve Liv Ulus projeleriyle WAF 6diillerinde finalist
oldu. Taklamakan bank ve Barringer sehpa tasarimlari Japonyada Uluslararas1 Mobilya
Tasarim Fuar1 6diillerinde finalist olan Kuzu, {iriin tasarimlarinin yani sira agirlikli

olarak i¢ mimari ve mimari projelerine devam ediyor.

Atilla Kuzu completed his degree in interior architecture at Marmara University’s Industrial
Design Department in 1987. In 1994 he cofounded the studio Zoom/TPU with the architect
Levent Cirpici. He was nominated for the prestigious Aga Khan architecture award in 2001
for his design of the Figen-Servet Yazict House, and was a finalist in the 2009 and 2011 WAF
awards for his work on the Maslak Acibadem and Liv Ulus Hospital projects. Kuzu, whose
Taklamakan bench and Barringer coffee table were finalists in Japan at the International
Furniture Design Fair Awards, continues to work on interior architecture projects in addition

to product design.

Battal Yakut (Beto Usta) (Master Beto)
Bakir ustasi Coppersmith

1974 yilinda Istanbulda dogan Battal Yakut, bakir dévme ve isleme zanaatina 1982
yilinda Varujan Halkacioglunun atélyesinde basladi. Otuz yildir Kapalicarsrda bu
zanaati icra eden Yakut, 2007 yilinda kendi atélyesini agti. Sekerlik, samdan, fermanlik,
tepsi, kapakli sahan, buhurdanlik, hamam tasi, vazo gibi hediyelik esyalarin yani sira
0zel tasarim iirtinler ve kiyafetler ireten bakir ustasi, cesitli restorasyon projelerinde

de yer ald1

Born in Istanbul in 1974, Battal Yakut started apprenticing in Varujan Halkacioglu's
workshop in 1982. Having practiced copper crafting for thirty years in the Grand Bazaar,
Yakut opened his own workshop in 2007. In addition to souvenirs such as candy bowls,
candle holders, scroll boxes, trays, lidded pans, censers, mazarines, and vases, he also works

on special projects and clothing, and takes part in a variety of restoration projects.

Atilla Kuzu

Videoyu seyretmek igin liitfen tiklayin.

Please click for video.

- ISTANBUL MODERN PLATFORM FOR CRAFTS, ART AND DESIGN -


http://www.istanbulmodern.org/video/zsvtp-atilla.mp4
http://www.istanbulmodern.org/video/zsvtp-atilla.mp4
http://www.istanbulmodern.org/video/zsvtp-atilla.mp4

- ISTANBUL MODERN ZANAAT, SANAT VE TASARIM PLATFORMU -

60

Cu-z

Fonksiyon: Tepsi
Renk Secgenekleri: Bakir
Olgiiler: 445 x 240 x 45 mm
Malzeme: Bakir

El yapimi

Function: Tray
Color: Copper

Dimensions: 445 x 240 x 45 mm
Material: Copper
Handcrafted
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AHSAP: Ahgap, canli bir organizma olan agagtan elde edilen; lifli, heterojen, ve
anizotrop bir dokuya sahip, organik esasli bir malzemedir. Islemesi kolay bir malzeme
olmasi nedeniyle tarih 6ncesi ¢aglardan beri yapu, alet ve mobilya tiretiminde kullanilir.

Giiniimiizde ise yiizlerce materyalin hammaddesidir.

Cok sayida aga¢ tiri olmasina ragmen 6nemli ekonomik deger tasiyan agag sayist
sinirlidir. Oymacilikta kullanilan ahgabin 6nemli bir kismi ¢am, mese, ceviz, disbudak,
kavak, selvi, kayin, koknar, karaagag, thlamur ve sedir gibi agag tiirlerinden elde
edilir. Ahsap oymacilig1, aga¢ malzemenin 6zel kesici aletlerle kesip oyularak sekil
verilmesidir. Oymacilik, kullanilan teknige gore, kesme oyma, ylizey oyma (rdlyef)
ve {i¢ boyutlu oyma olarak gruplandirilir. Ahsap oyma sanatinda, kakma, boyama,

kiindekéri, kabartma-oyma, kafes, kaplama ve yakma gibi islemler uygulanir.

Ahsap oyma sanati, Anadolu cografyasinin hemen her zaman diliminde ve mekéninda
kullanilmigtir. Anadoluda en eski ahsap isciligi 6rneklerini Frig uygarligina ait
tiumiilislerden ¢ikarilan eserlerdir. Selguklular déneminde zengin ve yetkin bir
kullanim alanina sahip olan ahsap oymacilig1, Osmanli déneminde en yiiksek diizeye
ulagir. Ahsap oymaciligy, sehpa, kavukluk, yazi takimi, ¢cekmece, sandik, kasik, taht,
kayik ve rahle gibi giindelik esyalarin yani sira pencere, dolap kapag, kiris, konsol,

tavan gobegi, mihrap, minber ve sanduka gibi mimari yapitlarda da uygulanmustir.

WOOD: Wood is an organic material with a fibrous, heterogeneous, and anisotropic
tissue that is harvested from living organisms in the form of trees. Due to its easily workable

nature, wood has been used since ancient times to make structures, tools, and furniture.

Even though there are countless species of trees, economically valuable ones are very few.
Types used for wood carving usually include pine, oak, walnut, ash, poplar, cypress, beech,
fir, elm, linden, and cedar. Wood carving is the process of shaping wood by cutting and
carving it with specialized tools. Depending on the technique used, wood carving may be
categorized as cut carving, relief carving, or three-dimensional carving. The art of wood
carving uses methods such as marquery, engraining, kiindekdri, embossing, latticework, and

burning.

The art of wood carving has existed throughout the Anatolian landscape in all periods.
The oldest documented examples were discovered buried in Phrygian tumuli in western
Anatolia. Wood carving was a widely practiced and well-established form of decorative
arts during the Seljuk period, and would go on to peak under the Ottomans. Apart from
everyday objects such as end tables, turban stands, calligraphy sets, drawers, chests, spoons,
thrones, rowboats, and lecterns, wood also featured prominently as an architectural element
in the form of window frames, cabinet doors, beams, cantilevers, ceiling roses, mihrabs,

pulpits, and sarcophagi.
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Merve Yiicel: Tasarim yaklagiminiz:
nasil tarif edersiniz?

Adnan Serbest: 35 yil 6nce
tasarimlarim minimal, arinmus,
soyutlanmuis, sakin ve yalin bir anlayisa
sahipti. Bugiinkii yaklagimim da

hala ayni, hi¢ degismedim. Basit ve
sade tasarimlar yapryorum. Basitlik
tizerine kurulmus ama zanaatkarlikla
da desteklenen bir tasarim anlayisini
seviyorum ve benimsiyorum.

MY: Bu projeye baslarken ne
diisiindiiniiz?

AS: Projenin 6n anlatimi (brief) ¢ok
net anlagiliyordu. Istanbul Modern
boyle bir kiiltiire sahip. Bu kiltiir
izerinden yola ¢ikmak tasarimcinin
yolunu aydinlatiyor ve kisaltiyor. Bu
anlamda, baglatilan projenin ¢ok dogru
oldugunu disiiniityorum. Sonugta biz
sanatg1 degiliz. Tasarladigimiz objelerin
insanlara ulagmasi, kullanilmasi

ve talep gérmesi mutlu eder bizi.

Markalar1 bununla desteklemek ve

trtin kimligini kurum kimligiyle

ortiistiirmek isteriz. Ayaklarimiz biraz
daha yere basar.

MY: Tasarim siireciniz nasi basladi?
Zanaatkdr Sezgin Ustanin veya
malzemenin tizerinizde bir etkisi oldu mu?
AS: Ortada 6zel bir teknik ve bir
zanaatkar oldugu igin, ilk 6nce o
teknige gore tasarlamak, zanaatkarin
iretim yonteminden yola ¢ikarak bir
tasarim yapmak gibi bir yanilgiya
diistiim. Beni yansitmayan tasarimlar
yaptim. {1k yaptigim tasarim bir
mumluktu. Sezgin Usta’yla bu
tasarimdan bir numune yaptik.

Onun is¢iligini tam anlamiyla
yansitmak istedigim bir isti, ama beni
yansitmiyordu. Bunun beni bir yere
gotiirmedigini goriince, oymacinin
ustaligini tiim degeriyle bir tarafta
tutup, kendimi bu siirecin i¢ine nasil
katarim diye diisiinmeye bagladim.
Fikrimi degistirdikten sonra geldigim

noktada yiizde elli zanaatkar yiizde elli

tasarimcinin ulasacag bir {iriin ortaya
cikt1.

MY: Her malzemenin farkls tiretim
teknikleri var. Ahsabin geleneksel iiretim
tekniklerini kendi tasarim yaklagiminizla
nasil birlestirdiniz?

AS: Ben tasarimci olarak modern ve
gagdas bir gizgide tasarim yapmay ilke
edindim. Bu uriin de daha ilkel, daha
dogal olana dogru gitti. Biraz da agacin
karakteri beni buna yoneltti. Doganin
yaptig1 tasarimla, aklin yaptig tasarimi
ve elin yaptig1 tiretimi birlestirdik.
MY Bu proje icin segtiginiz agacin ne
olacagina nasil karar verdiniz?

AS: ilk prototiplerimizi farkli agaglarla
yaptik. Farkli agaglarin kaseye verdigi
karakteristik 6zelliklere baktik.
Ardindan, disbudak agacinda karar
kildik, ¢tinkii amagladigimiz serbest
kasenin, disbudagin serbest damar
ozellikleriyle 6zdeslesecegine, renk ve
dokunun da bunu destekleyecegine

inandik. Taban formu ise malzemenin

Merve Yiicel: How would you define
your approach to design?

Adnan Serbest: A sense of
minimalism, purification, isolation,
calmness, and simplicity dominated my
work thirty-five years ago. It’s still the
same; I haven't changed. My designs are
simple and modest. My understanding

of design is built on simplicity, backed by
craft.

MY: What did you have in mind at the
start of this project?

AS: The brief we were given was very
clear. This is in Istanbul Modern’s culture.
Having that culture as a starting point
shines a light on the designer’s path and
shortens it. In that sense I view this project
as the right approach to take. After all, we
are not artists. We are happy when people
have access to our products. We are happy
to see them being used and in demand.
We want to be able to use this opportunity
to support our brands and ensure that

product identity reflects corporate identity.

This will allow us to get our feet on the
ground.

MY: How did you become interested
in design? Were you influenced at all
by Master Sezgin, the craftsman, or
particular materials?

AS: Iinitially fell into the trap of
adopting the craftsman’s special techniques
and production methods. Then I saw that
my design had nothing to do with who

I am. The first object I designed was a
candleholder. Master Sezgin and I used
that to come up with a prototype. I had
in mind to fully reflect Master Sezgin's
craftsmanship in the design, but the end
result had nothing in it that represented
me. When this happened I sat down and
thought about how I could involve myself
in the process. Changing my perspective
allowed me to design in a way that
represented both the craftsman and the
designer equally.

MY: Each material requires a different

production technique. How did you

rig Y& \r l’(:"

«l

combine traditional woodworking
techniques with your understanding of
design?

AS: My design principle is to adopt a
modern style. This object, however, tends
more toward the primitive and natural
side. It was partly the properties of the
wood that we used. We combined nature’s
design with the brain’s design and the
hand’s labor.

MY: How did you choose your wood?
AS: We tried using different types of
wood for the first prototypes. We took
into account the different characteristics
each one gave to the bowl. We finally
decided on ash because we believed its
open grain, color, and texture would best
match the characteristics of the freestyle
bowl we wanted to make. The texture,
pattern, and climatic properties of the
material also had an effect on the shape
of the base. All these components interact
with each other. We started out in a

somewhat experimental manner and
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doku, desen ve iklimsel 6zelliklerine
gore de sekillendi. Bunlarin hepsi
birbirini tetikleyen unsurlar. Biraz
deneysel bir yontemle bagladik ve
agacin karakterine dogru yol aldik.
Digbudagin Latince ismi Fraxinus.
Zeytingiller familyasindan gelen bir
agac. Batida, sulak ve rutubetli yerlerde
yetisiyor. Damar o6zellikleri farkli. Biz
bu kaseyi ikiye boliip, lamine ettik. Iki
tarafinda da i¢e dogru egrili doniiyor
damarlar, boylece birlestiklerinde
tabagin eliptik formu ile uyumlu bir
doku gikartiyor. Bunu bulmamiz dért
tabaga mal oldu. Yiiksek yerlerde

ve sulak derin topraklarda yetisen
disbudak agaci, icinde yasadig: iklim
sisteminden, beslendigi topraktan,
aldig1 havadan etkileniyor. Gevrek bir
agac ve yumusaklik ve sertlik derecesi
yoresine gore degisiyor. Biz Sinop’ta
yetisen disbudak agacini kullaniyoruz.
Diinyanin her yerinde yetisiyor ama
Sinop’ta yetisen agacin huyu suyu,
iklimden ve topraktan aldig1 besinden
dolay1 daha kolay islenir hale geliyor.
Aslinda ¢ok ters bir agag, islenmesi
¢ok zor. Yumusak, iyi huylu bir agag
se¢mezseniz, zanaatkar: zorlarsiniz.
MY: Sezgin Usta projenin hangi
asamasinda devreye girdi?

AS: Sezgin Usta isin her
kademesinde vardi. Tasarim
siireci, eskiz, fikir ve liretim
asamalarinin hepsinde igin
odagindaydi. Siirecte, hayal
ettigim ve gerceklestirmeye
calistigim her durumda
oymacinin zanaatkar tavrina
sadik kalmaya caligtim.

MY: Tasarimi yaparken nereden ilham
aldimiz?

AS: Dinyada iig farkli tasarim

tavr1 var. Bir tanesi doganin yaptig1
tasarim. Mesela bakir bir levhay1
alalim, doga onu farkli sekillendiriyor,
kimini yesillendiriyor, kimini okside
ediyor, kimini ¢liriitityor. Bir de elin,
insanin yaptig1 tasarim var. Ugiincii

de teknolojinin yaptig1 tasarim. Biz

bu siire¢te doganin yaptig: tasarimi
referans alarak, yeniden yorumlamak
gibi bir fikirden yola ¢iktik. Biitiin
hikaye kagik bir diizen iizerine kurulu.
Ters bir kontrast var. Ortada bir
yuvarlak var, o yuvarlak ovale déniiyor,
sonra o yuvarlak dibe dogru kayip
eksenden ¢ikiyor. Tasarim anlayis bir
diizensizlik iizerine kurulu. Dogada da
hig diiz bir sey yok.

MY: Kasenin tiretim siirecini anlatir
misiniz?

AS: Siirecin asamalarini anlatmam
gerekirse, 6nce ahgab1 sectik. Sinop
bolgesinden gelen bu yumusak, iyi
huylu, kaliteli bir agag bu. Agaglar1
kesip lamine ettikten sonra pantografa
soktuk. Once bir érnek yapildi. Kabasi
alindiktan sonra alt kismindaki

deligi delindi. Bu asamadan sonra

usta oymaya bagladi. Iste iiriiniin

ruhu orada ortaya ¢ikti. Ozetle siireg
toplamda sekiz adimdan olusuyor;
once agact segmek, agact lamine etmek,
pantograf, tornacinin devreye girmesi,
oymaci ile ¢aligma, kumlama, cilalama
ve paketleme. En basit goriinen
asamanin bile arkasinda oldukg¢a
yogun, diigiiniilmis bir siireg var. Bu
da tasarimin kriterlerinden biri. Bu ¢ok
basit ve yalin bir tabak aslinda, ama
arkasinda bir kiiltiir, durus, karakter ve
kimlik var. Benim tasarim anlayisim
bunu bilmeyi gerektiriyor.

MY: Tasarum ve iiretim siiregleri zanaat
atolyelerinde ardisik ve hiyerarsik
olmayan bir iliski icinde gerceklesiyor.
Zanaatkdrin sorun ¢zme ve sorun bulma
arasinda aliskanliktan da kaynakl bir
ritmi oluyor. Bu projede sizin zanaatkar
ile olan fikir aligverisiniz, etkilesiminiz bu
birlikte iiretim siirecini nasil sekillendirdi?

AS: Once bir malzeme var ve
onun hikayesi var. Ayrica belli
kaliplar ve formlar lizerinden
bir takim alisgkanhklarimiz
var. Bu formun disina ¢ikmak
istiyorsaniz, zanaatkari

bu anlamda ikna etmek

zorundasiniz. Ciinkii zanaatkarin

bu isi yaparken mutlu olmasi, zevk
almasi ve heyecanlanmasi, igin degerini
yiikseltecektir. Bu noktada ortak

dil tiretmek ve ruhen ayni paydada
bulusabilmek i¢in ¢ok dikkatli olmak
gerekir. Sonugta, belli aligkanliklar:
olan ve kullandig1 tekniklere yillarini
vermis ¢ok degerli bir usta ile
galisthiyorsunuz. Bu siire¢ inanmadan
olmaz. O sebeple zanaatkar: biraz
yiireklendiren ve isin i¢ine deneysellik
katan bir siire¢ igletmek lazim. Biz

bu projede Sezgin Usta ile, isinin ehli
bir zanaatkar ile calistik. Numuneleri
ortaya ¢ikartirken pek ¢ok asamada
fikir ayriligina diistiik, ama ben
biliyorum ki Sezgin Usta’nin tek derdi
bu tasarimi mitkemmellestirmekti. Bu
nedenle bazen onu ikna ederek, bazen
de onun o6nerileri dogrultusunda revize
ettim tasarimi.

MY: Geleneksel yontemlerle iiretilen
nesneler, giintimiizde iiretildikleri
kosullar: ve icinde olusturulduklar:
kavramlar: terk ediyor, sancils bir
yeniden tasarim, iiretim ve pazarlama
siirecinden gegiyor. Genis bir yelpazede
ele alinabilecek bu iiriinlerin seri iiretime
uyarlanmalarmda nasil bir yol izlenebilir
sizce?

AS: Once diinyanin bu isi nasil ele
aldigina bakalim. Yaratici tarafi 6n
planda olan iilkelerde, yaraticilik hiz
kesti. Artik yenilikgi fikirler ¢itkmiyor
ve usta tasarimcilarla ¢ok nadir
karsilasiyoruz. Yeni bir form ve bicimle
ortaya ¢ikmak neredeyse imkansiz hale
geldi. Renk egrisine yeni bir ekleme
yapilamiyor. Her sey bir anlamda
tiketildi. Yenilikgi tavir sadece
malzemeye sikist1. Nano teknoloji tam
anlamiyla hayatlarimiza girmeden yeni
¢ag baglamayacak. “Moda bitti” diye
acitklamalar yapildiktan sonra herkes
tepki gosterdi ama, gergekten bitti.
Kimse yeni bir koleksiyon tiretemiyor.
Bu durumda ne yapilabilir ve ne
yapilmali diye disiindtigiimiiz

zaman, ge¢miste 1skaladigimiz

followed the characteristics of the wood.
The Latin name for ash is Fraxinus. It
belongs to the olive family and is native

to the wet and humid West. It has special
grain characteristics. We cut the bowl in
half and laminated it. The grains on both
sides are curved inward. When the two
halves come together, the resulting texture
matches the elliptical form of the piece
beautifully. Just getting to that point cost
us four bowls. Ash loves the wet and deep
soil of the highlands. The climate and

soil, as well as the air it breathes, all have
an impact on the tree. It is brittle and its
degree of hardness changes from region to
region. We used ash from the city of Sinop
in Turkey. Ash is found in all parts of the
world but Sinop’s climate and soil makes it
particularly workable. Otherwise it can be
very hard to work with. The craftsperson
has a very difficult time if what he or she
chooses is not soft and good-natured.
MY: At what stage during the project

did Master Sezgin get involved?

AS: He was a part of the
project all the way through.

He was at the heart of all the
stages of design, sketching,
brainstorming, and production.
1 did my best to stay true to the
wood carver’s craftsmanship
during all stages of imagination
and realization.

MY: What inspired your design?

AS: There are three types of design in
the world. The first is nature’s design.
Take copper plates, for example; nature
designs each one differently. Some have
verdigris; others are oxidized or corroded.
The second is design made by the hand;
that is, human design. The last is design
technology. For this project we set out
with the aim of taking nature’s design as a
reference and reinterpreting it. The whole
story is based on a crazy order and there
is reverse contrast. The sphere first turns
into an ellipse, then slides to the bottom
and loses its axis. The concept of the
design is based on disorder. You cannot

find anything straight in nature.

MY: Can you tell us about the
production process?

AS: I can explain it stage by stage. We
started out by choosing the right wood.
Ash is a soft, good-natured, high-quality
wood. First we cut and laminated it. We
then used a pantograph to create the
form. After rough hewing, we made the
hole in the bottom. Then it was time for
the craftsman to carve. That gave life

to our object. In short there were eight
stages: choosing the wood, laminating,

the pantograph, turning, carving,
sanding, finishing, and packaging. Even
the seemingly simplest stage required an
intense and well-thought-out process. This
is, of course, yet another criterion for good
design. The very simple and plain piece we
have here must be supported by a culture,
stance, character, and identity. Knowing
this is part of my understanding of design.
MY: Design and production processes
in craft workshops are usually non-
sequential and non hierarchical.
Craftspeople have developed their own
problem-identification and problem-
solving rhythms through habit. How
did the interaction and exchange of
ideas between you and Master Sezgin
shape the co-production process?

AS: To start with, you have the
material and a story behind it.
Then there are all those habits
that we have formed over time
through certain behavioral
patterns. If you want to be able
to think outside these patterns,
you must get the craftsperson
you are working with to agree

with you. If you can do that he or she
will enjoy the process and get excited
about it, which in turn will result in
higher-quality work. This is where one
needs to take the utmost care to create
a common language and common
ground. After all, you are working with
an esteemed master who has his or her
own habits as well as many years spent
in dedication to their own technique.
What you need is mutual trust. This

requires the process to be supportive and

open to experimentation. We had some
differences in opinion more than once
during the prototyping stage, but I always
knew that his only motivation was to
create a flawless design. Therefore our
work together consisted of episodes when I
managed to persuade him as well as ones
where I had to revise my design according
to his recommendations.

MY: For some objects, the conditions
and notions of the times when they
were made using traditional methods
no longer prevail. Today these objects
are undergoing an arduous process of
redesign, production, and marketing.
How should we go about abandoning
the limited means of production of
such a wide range of items and adapt
them to mass production?

AS: Let us first take a look at how the
rest of the world does this. Creativity is in
decline even in countries that are known
for it. There are no more innovative ideas
and master designers have become very
rare. It has become almost impossible

to come up with new forms and shapes.
No new additions are being made to the
color curve. In a way, we have consumed
everything. Innovation is restricted to
materials. The new age will not start until
nanotechnologies are fully integrated

into our lives. Everyone reacted strongly
when they heard that “fashion is over” but
the truth is, it really is over. In thinking
about what can and should be done in the
current situation, we need to look at what
we neglected in the past. In my opinion,
this is the workshop. The second question
here is whether the workshop should use
traditional production methods or adopt
more innovative techniques. We need

to get in the workshop and think about
everything we missed out on previously
because we stand here in search of the soul
of an object, which has lost all emotions in
an age where industry is gearing up. The

only place to find the soul is the hand. It is
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seylere bakmaliyiz ki bence bu da
atolyeler. Burada ikinci soru; at6lyenin
geleneksel iretim metodolojileriyle

mi yoksa atolyede yenilikei bir tavirla
mi ilerlemek lazim? Iskaladigimiz ne
varsa yeniden durup atolyeye girip
distinmeliyiz. Clinkii endiistrinin
hizlandig1 noktada, duygusunu yitirmis
nesne i¢in bir ruh arayisindayiz.

Bu ruhu yalnizca el verebilir. Bir
anlamda yeni fikirler, ele dayal:
diyebiliriz. Bu projenin 6ziinde de

bu var. El ile beyin arasindaki agik
iliskinin yeniden kurgulanmasindan
baslamaliy1z. Bu degersizlesen tiriinii
degerli hale getirmek i¢in, kaybedilmis
o ruhsuzlugu yeniden {riiniin i¢cinde
degerlendirebiliriz. Replikadan ya da
geleneksel bir objeye dykiinmekten
bahsetmiyorum. Tasarim endiistrisinin
en dayatmaci ucuz, aldatic1 ve samimi
olmayan iriiniine ruh katmaktan

bahsediyorum. Gegerli oranlara gore,

bir tiriinde yiizde yetmis endiistrinin

ylzde otuz tasarimcinin pay1 var ama
o Uriiniin i¢ine yiizde otuz oraninda
zanaat1 da katmaliyiz.

MY: Son yillarda tiim diinyada kiigiik
iiretime olan talep artiyor. Her ne kadar
mevcut zanaat altyapis Istanbul'un
kiiltiirel zenginliginin bir par¢asi da olsa,
yine de yok olma tehdidi ile karst karsiya.
Bu tehlikeyi onlemek igin sizce ne gibi
yontemler uygulanmali?

AS: Bir markanin farklilik
yaratabilmesi i¢in ise el tiretimini
katmak gerekir. Mesela, saygin
markalar i¢in tasarlanan 6zel arabalarin
direksiyonlarini veya ¢antalarin
saplarini zanaatkarlar yapryor.

Ustalik isin icine katildig1 zaman
urinin anlamini, tiriin hakkindaki
farkindalig1 degistiriyor. Katma
degerini arttirtyor. Sen o gantay1
yaparsin ama o sap1 yapamazsin. Onun
i¢in ustaya ihtiyacin var. Bir tasarimci icin
zanaatkar ile dirsek temasinda ¢aligmak,

prototipleme siireglerinin kolaylasmasi

yeni teknolojilerin denenmesi i¢in

¢ok hizli geri doniis saglayan bir
yontem. Istanbul ise bu alanda bir
cennet. Tasarimcilar olarak atdlye
icinde zanaatkar ile birlikte ¢aligma
pratigini pek bilmiyoruz. Béyle bir
firsat oldugunu fark edemedik ve bu
imkéni 1skaladik. Bu gibi projelerle,
1skaladigimiz atolyelere geri doniip,
hem zanaatkarlar: destekleme, hem de
kendi pratiklerimizi gli¢clendirme firsat1

yakaliyoruz.

possible to say that the hand is where new

ideas will come from. We need to start

by rebuilding the relationship between

the hand and the brain. We can use that
lack of soul to bring new life to the objects
that have been stripped of their value. I
am not saying we should make replicas

or imitate traditional objects. What I am
talking about is breathing life into the
most imposingly cheap, deceptive, and
insincere objects in the design industry.
Currently the industry-to-designer ratio of
any product is seventy-thirty; we need to
make sure that the craftsperson gets his or
her thirty percent share in it as well.

MY: Recent years have seen an
increase in the demand for batch
production. Despite being a part of
Istanbul’s cultural wealth, the existing
crafts infrastructure is on the verge of
extinction. What methods can be used

to prevent this extinction?

AS: Brand differentiation requires
manual labor. For example, the steering
wheels of cars or handles of bags that are
exclusively designed for reputable brands
are made by craftspeople. Craftsmanship
changes both the meaning and awareness
of a product. It adds value to it. Sure,
you can produce that bag, but there is no
way you can make that handle without
a craftsperson. From the point of view
of the designer, working hand-in-glove
with a craftsperson makes prototyping
easier while allowing new technologies

to be tested with speedy results. Istanbul,
of course, offers endless opportunities to
do this. As designers we have very little
idea about how laboring side by side with
a craftsperson in a workshop works in
practice. We have never been aware of
the huge potential we have here, which is
an opportunity missed. Projects like this

allow us to get back into the workshops

that we have neglected for so long. This
way we are able to support craftspeople

while reinforcing our practices.
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Merve Yiicel: Ahsap oyma zanaatina
ne zaman bagsladiniz?

Sezgin Yalcin: Biz Fikirtepede
oturuyorduk o zaman. Ilk ustam Kemal
Akgiil, komsumuzdu. Makedonyada
iretim ve zanaatin bir arada

yuridiigi Giizel Sanatlar Okulu’'nda
aga¢ oymaciligi okumus. Ortaokulu
bitirdikten sonra, on ii¢ yasimda onun
yaninda basladim ¢irakliga. Bu zanaati
sevince de okumaya devam etmedim,
atolyede kaldim. O zamanlar 12 Eyliil
davalari vardi. Biz ufaktik ama yine

de etkilendik. Okula gitmek yerine,
zanaata devam etmeyi tercih ettim.
Otuz yildir da bu meslegi yapiyorum.

MY: Cirakliginiz ne kadar stirdii?
SY: Bizim zamanimizda cirak
coktu. Her aile, bir meslek
oégrensin diye cirak vermek

isterdi cocugunu. O zamanlar ¢irak
¢ok oldugu icin, ben sadece iki sene
zimpara yaptim. Bir siire sonra, ¢ok
istekli oldugu i¢in, ustam basit oyma
isleri vermeye basladi. Ne kadar ¢ok
zimpara yaparsaniz bu iste o kadar iyi
olursunuz, ¢linki isi daha iyi goriirsiin.
Ciraklikta bir zaman kavrami yoktur
bizim isimizde. Yetenekliyseniz ve isi
seviyorsaniz ¢iraklik siiresi kisa olur.
Crraklik, kalfalik derken yaklagik yirmi
yildir Fikirtepede kendi atolyem var,
ama yakin zamanda tasiniyoruz.

MY: Neden?

SY: Fikirtepedeki kentsel doniisim
nedeniyle benim atélyemin binasi da
yikiliyor. Bu nedenle, Goztepe Fetih
Mahallesi’ne, mobilyacilar sitesine
tasinmaya karar verdik.

MY: Ahsap oymacilik sanati size gore
nedir?

SY: Cok eski ¢aglardan beri var olan
bir sanat oymacilik. Sel¢uklulardan
beri var. Benim i¢in ne oldugunu
soruyorsaniz, bir hayat tarzi. Igimi

gok seviyorum. Oymacilik benim

icin bir rehabilitasyon, stres atiyorum
oymaya basladigimda. Ortaya bir tiriin
gikarttigimda ise tatmin oluyorum.

Giindelik hayatimda ¢ok tez canliyim

ama is oymaciliga geldigi zaman patron
ahsabin kendisidir. O ne derse, o olur.
MY: Birlikte calistiginiz tasarimcilar
var mi? Ne tiir tirtinler tizerinde
galistyorsunuz?

SY: Evet, tasarimcilarla calistyorum,
miisterilerimin ¢ogu i¢ mimar veya
kalipci. Genelde miisterilerin siparisleri
tizerine ¢aligiyorum, onlar da piyasa
isi yapmazlar. Agirlikli olarak antika
mobilya tamirleri ve kalip isleri,

arada da masklar gibi kii¢iik objeler
yapiyorum kendim i¢in. Ama elimde
durmuyor, isteyene veriyorum.

MY: Ciraginiz var mi?

SY: Yok, artik kimse ¢ocugunu ¢irak
vermiyor. Mithendis olsun, doktor
olsun diye okumasini istiyorlar. Bir

iki defa oldu ¢iragim, ama onlar da
sikilip gittiler. Konfeksiyon sektorii
basladiktan sonra ¢iraklik bitti. Hizli
para kazanmak, ¢ok emek vermeden is
ogrenmek daha cazip geliyor herkese.
Sadece oymacilikta degil, hi¢bir
sektorde ¢iraklik kalmadi. Ustalik bile
tehlikede artik.

MY: Calismaya nasil basliyorsunuz?
SY: Ik 6nce yapacagim objeyi
goziimde canlandirryorum. Hayalimde
bitmis halini goriiyorum. Bunu resme
aktarryorum. Ardindan kullanacagim
malzemeyi segiyorum. Once testere

ile kaba kismini alip sekil veriyorum.
Sonra torpi, 1skarpela ve bigak gibi
aletlerle en ince detayina kadar sabirla
yontuyorum. Daha sonra da zimpara ve
cila islemlerini tamamliyorum.

MY: Ahsap oymaciliginda sizin bir
iislubunuz var mi?

SY: Bizler cirakliktan yetisiyoruz ama
miisterilerin istekleri dogrultusunda
kendimizi gelistiriyoruz. Atolyeyi ilk
actigim zamanlar fazla i¢ mimar yoktu
piyasada. Salon takimlari popiilerdi,
barok ve rokoko stilinde mobilyalar
yapilirdi. Mobilyacilar yemek odasi
siparis ederdi. O zamanlar hazir
mobilyalar olmadigi i¢in mobilyacilik

simdi oldugundan farkli bir meslekti.

Merve Yiicel: When did you start
wood carving?

Sezgin Yalcin: When I started, we
lived in Fikirtepe. My first master was

our neighbor, Mr. Kemal Akgiil. He had
studied wood carving at the Fine Arts
School of Macedonia, where production
and craftsmanship went hand in hand.

I became his apprentice at the age of
thirteen, after I left secondary school. I
loved the trade so much that I did not
want to go on to high school. It was the
time of the September 12 events. Although
we were young, we were still affected by

it all. I carried on with crafts instead of
attending school. I have been in this trade
for thirty years now.

MY: How long did your apprenticeship

last?

SY: Apprenticeships were very
common in those days. Families
wanted to apprentice their
children to bind them over to

a trade. I spent two years just sanding
because there was an abundance of
apprentices. After some time the master
saw how eager I was and started assigning
me simple carving tasks. Here is the

rule: the longer you sand, the better you
become in the trade. This is because you
get to see all the fine details of the work
while you sand it. There is no set term

of apprenticeship in this trade. If you

are skilled and if you love the job, your
apprenticeship will not last long. After
working as an apprentice I became a
journeyman. After that I opened my own
workshop in the neighborhood of Fikirtepe.
Soon we will be moving out, though.

MY: Why?

SY: The building that houses my
workshop is planned to come down

as part of the neighborhood’s “urban
renewal.” We will be moving to the large
furniture manufacturer site in the Fetih
neighborhood of Goztepe.

MY: How do you define wood carving?
SY: Wood carving is an age-old craft. It
has been around since the Seljuk times.

To me it is a way of life. I adore my job.

Carving to me is a form of rehabilitation,
a way of letting off steam. I take great
satisfaction in making pieces. Although

I consider myself an impatient person in
normal daily life, I know that there is no
room for impatience when it comes to
wood carving. The material is the boss. I
take orders from the wood.

MY: Do you work with designers?
What sorts of pieces do you work on?
SY: Yes, I do. The majority of my clients
are interior decorators and cast makers.
I generally work to order. My clients

are not market suppliers. I mostly do
antique furniture repairs and cast work.
Sometimes I make small objects like
masks, but that is for pleasure. I rarely get
to keep those, though; they get given away
as presents.

MY: Do you have an apprentice?

SY: No, I do not. Families are no longer
willing to apprentice their children. They
all want them to be schooled so that they
can become engineers or doctors. I have
had a few apprentices in the past, but they
got bored and left. Apprenticeship died
with the introduction of the readymade
sector. Making fast money and being able
to learn about a profession with very little
effort has become more attractive. Not
only wood carving, but all trades have
suffered from the death of apprenticeship.
Even mastership is at stake these days.
MY: How do you start a work?

SY: I start by visualizing the object that
I am going to make. I try to see what the
finished product will look like. Then I
make a sketch and choose the material
that will best fit the job. I use a saw to
rough it out and then I shape it. Then

I use files, chisels, and knives to carve
patiently, to the tiniest detail. The two
final stages are sanding and varnishing.
MY: Do you have a carving style?

SY: We learned the trade as apprentices
but continue to grow as required by

the demands of our clients. When I

first started my workshop, there were

not many interior architects in the
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Simdi her sey hazir, suntalamdan
yapryorlar iiriinleri. I¢ mimarlar ile
birlikte ¢calismaya basladiktan sonra,
bizim itirtinlerimiz de degismeye,
modernlesmeye bagladi. Kendilerine ait
bir stille geliyorlar ve dolayisiyla benim
de ¢aligmalarimi yonlendiriyorlar.
Onemli olan miisterinin ¢esitliligi. Hep
ayni isi yaparsak koreliriz.

MY: Adnan Bey ile birlikte
yaptiginiz kaseden biraz

bahsedebilir miyiz? Nasil
ortaya cikti?

SY: Birlikte yon verdik bu tasarima.
Benim agimdan 6nemli olan kars:
tarafin ne istedigini anlamak. Adnan
Bey ilk once ¢izimlerini getirdi, nasil
bir iiriin istedigini anlatti. Ben de
bunun izerine 6neriler getirmeye
bagladim. Ilk numuneyi ortaya
¢ikarttiktan sonra ne yapmamiz
gerektigini anladik. Ben numune
uizerinde ¢alisirken, neresinin,

nasil revize edilmesi gerektigini
hissedebiliyorum. Hatalar1 daha net
gorebiliyorum. Adnan Bey geldigi
zaman da ona soyledim. Oymaya
basladiginizda malzeme size yon
veriyor. Bu dogrultuda yonlendirdik
birbirimizi. Oncelikle kayin agacindan
bir numune yaptik, daha sonra yekpare
bir disbudak agacini kullandik.
Damarlarinin verdigi etkiyi degistirmek
isteyince de en son {i¢ disbudak
parcasini lamine ederek bir numune
hazirladik. Aslinda denenecek seylerin
sonu gelmez. Her seyi yapabilirsiniz.
Sonunda bir karar verip durmaniz
gerekir. Biz de tatmin oldugumuz
noktada durduk ve ortaya bu tasarim
ciktu.

MY: Bu meslege ok emek verdiginiz
belli. Ama son yillarda ¢ogu zanaat
dalinda oldugu gibi oymacilikta da bir
tikanma yasaniyor. Sizce bu durumu
tersine gevirmek miimkiin mui?

SY: Oymacilik, emek ve ustalik ile

el becerisinin bir araya getirilerek
yapilir. Insanlar énceleri bu unvana

sahip olabilmek i¢in yillarca

calisirlardi. Artik bu emegi veren yok,
zanaatkarlik eski 6nemini korumuyor.
Fabrikalarda tiim iirtinler seri ve hizli
bir sekilde tiretildigi i¢in artik zanaat
ile ugrasanlarin sayisi azaldi. Bizim
meslegimiz hazir mobilya ¢ikmaya
basladig1 zaman tikandi. Bu titkanmanin
da ¢oziilecegini diisinmityorum,

¢linkii hem uzun siire el emegi
gerektiren ancak az sayida tiretilebilen
trtinler yapiyoruz hem de artik ¢irak
yetistiremiyoruz. Bir meslek alani
kayboldugunda onunla baglantili sosyal
ag da zarar goriiyor. Her zanaatkarin
bulundugu semte gore miisterisi,
toptancisi, saticisi ve ¢ay ocagl var.

Bir atolye kapandiginda bunlar da
etkileniyor. Bu durumu degistirmek
icin 6nce usta yetigtirmeliyiz. ISMEK’in
kurslar1 ya da bunun gibi projelerin

devamliligini saglamak gerek.

industry. Baroque- and rococo-style
living room suites were in high demand.
Furniture makers used to order living
room suites. Readymade furniture was
not available back then, and that made
the furniture business different from
today. Now everything is readymade in
melamine-coated chipboard. When we
started working with interior decorators
our products also changed; they were
modernized. Interior decorators direct my
work to fit their own working styles. Client
diversity is very important. If we did the
same type of work all the time, we would
rust.

MY: Can we talk about the
piece you made with
Mr. Serbest? What was it like?

SY: We realized that design together.
Being able to see what the other party
wants is really important to me. Mr.
Serbest brought me his designs and
described what he wanted the end product
to be like. I made some suggestions. The
first prototype we made gave us a clear
idea of what we needed to do. Prototyping
allows me to see what needs to be revised
and how. It gives me a clear picture of
any mistakes. Then I told Mr. Serbest

all about that. The material guides you
when you start carving. Mr. Serbest and

I guided each other. We used beech for
our first sample. With the second one

we used solid ash. Finally we laminated
three pieces of ash together to come up
with another prototype because we were
looking for a special grain effect. Of course
there is a limit to experimenting; you can
try anything you like, but at some point
you must stop and make a decision. We
stopped when we were satisfied, which led
to this design.

MY: 1t is clear that you have worked
hard. In recent years wood carving has
been in dire straits, just like most other
branches of craft. Do you think this can
be reversed?

SY: Wood carving requires labor,
mastery, and manual skills to work

hand in hand. People used to labor for

many years to become entitled to call
themselves carvers. Today, no one is
willing to labor. Becoming a craftsperson
is not considered as valuable as it used
to be, either. There are fewer people who
work in the crafts since we have factories
that can manufacture any product in
large quantities within incredibly short
periods of time. The difficulty for my trade
came along with the rise of the culture
of readymade furniture. I do not think
this can be reversed because our trade
requires long hours of manual labor with
limited supply. Then there is the lack of
apprentices. When a trade dies off, all
the social networks surrounding it also
disappear. A craftsperson has customers,
wholesalers, sellers, and a teashop in the
neighborhood where he or she works.
The closing down of a workshop affects
all these people. We need to start by
raising masters if we want to change the
situation. It is important to make sure
that the courses run by the Arts and
Vocation Courses department of the
Municipality of Istanbul and other similar
projects continue into the future.
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Adnan Serbest
Tasarimci Designer

Adnan Serbest 1976 yilinda ilk tasarimini bir servis otobiisiiyle gerceklestirdi. 1996
yilinda Tiirkiyede ilk mobilya tasarim yarigmasini ITU igbirligiyle organize etti ve yine
ITU beraberliginde Domus Academy ile ilk ¢aligtayini gerceklestirdi. 1994 yilinda
“10 Is 10 Tasarimc1” sergisinin kiiratorliigiinii gergeklestiren Serbest’in tasarimlari,
Avusturya Kraliyet Miizesi, Almanyadaki Guggenheim Miizesi ve Stockholm
Miizesi'nde sergilendi. Caligmalari, Hit Guide katalogunda, dort kere diinyanin en
yenilik¢i fikirleri arasinda yer aldi. Marka tizerine bir¢ok universitede ¢aligtaylar
yapan Serbest, bugiin Ingiliz firmas: Clarion Events adina Tiirkiyede trendsetterlik,

mobilya firmalari i¢in tasarimcilik ve sanat yonetmenligi yapryor

Adnan Serbest’s first design was for a personnel bus in 1976. He organized Turkey’ first
furniture design competition in partnership with Istanbul Technical University in 1996, and
he collaborated with the university again on his first workshop with Domus Academy. He
curated the “10 Works 10 Designers” show in 1994. Serbest’s work has been exhibited at
Deutsche Guggenheim Museum, Vienna and Stockholm. His work was featured on four
occasions as among of the world’s most innovative in the Hit Guide Catalogue. Serbest runs
workshops on branding at many universities, serves as trendsetter in Turkey for the British

firm Clarion Events, and works as a designer and art director for furniture companies.

Sezgin Yal¢in
Ahsap Oymaci Wood Carver

1963 yilinda Istanbul'da dogan Sezgin Yal¢in agag oyma sanatina on {i¢ yasinda Kemal
Akgtl'in girag: olarak basladi. Ciraklik egitimini birkag sene igerisinde tamamlayan
Yalgin, 1995 yilinda Fikirtepede kendi atolyesini kurdu. Antika mobilya tamiri ve i¢
mimari projeler lizerine uzmanlasan Yal¢in, kutu, sandik, rahle, mutfak gerecleri,

baston ve mask gibi objeler de tiretiyor.

Born in Istanbul in 1963, Sezgin Yalcin started wood carving at the age of thirteen as an
apprentice to Kemal Akgiil. Completing his apprenticeship in only a few years, he started his
own workshop in Istanbul’s Fikirtepe neighborhood in 1995. Yalgin specializes in repairing
antique furniture and interior decoration projects, but also produces objects such as boxes,

chests, lecterns, kitchen utensils, walking sticks, and masks.

Adnan Serbest |* 5

[

W

Videoyu seyretmek igin liitfen tiklayin.
Please click for video.
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Fraxinus

Fonksiyon: Kase
Renk Segenekleri: Natiirel, beyaz, mavi
Olgiiler: 365 x 260 x 90 mm
Malzeme: Disbudak agaci
El yapim

Function: Bowl

Colors: Natural, white, blue
Dimensions: 365 x 260 x 90 mm
Material: Ash wood
Handcrafted

Fraxinus
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CAM: Cam, saydam veya yarisaydam, genellikle sert ve kirilgan olan, yapay
olarak iiretilmeden 6nce de dogada obsidyen olarak var olan kati bir malzemedir.
Hammaddesi kum, soda ve kiregten olusan ilk yapay cam ornekleri I.O. 3. yiizyilda
Mezopotamyada bulunur. Cam sanatindaki en 6nemli ilerleme, tifleme tekniginin
bulunmasidir. Pipo denilen ortasi bos bir metal {ifleme ¢ubugun kullanilmaya
baglanmasi, cam iiretimi i¢in bir doniim noktasidir. Yaklasik bes bin yillik tarihe sahip
camin Anadolu cografyasindaki varligi, Artuklular ve Selguklular zamaninda baslar
ve Osmanli doneminde gelisir. Usta ¢irak iliskisi ile ilerleyen ve harika eserler verilen
bu dénemde firinlarda pisirilen ve iifleme ile yapilan pek ¢ok 6rnek vardir. Cagdas

anlamda ilk cam fabrikas1 ise 1934 yilinda Beykoz, Pasabah¢ede kurulur.

Cam ifleme tekniginin, kaliba iifleme ve serbest iifleme olarak adlandirilan iki temel
bi¢imi mevcuttur. Serbest tiflemede, akigkan halde olan sicak cam, firindan i¢i bos
bir ¢ubuk yardimui ile alinir, pipo ile hafifce nefes verip iflendikten sonra sogumaya
baslar ve tekrar erimis cama batirilarak daha biiyiik bir forma sokulabilir. Kepceleme
yonteminde ise cam, kepgede kiire haline getirilirken sogutulur ve pipo siirekli olarak
dondiiriilerek cama istenilen form verilir. Uygun sicakliga ulagildiginda ise iifleme
islemi gerceklestirilir. Cam ustas1 cama sekil vermek i¢in makas, masa, kanca gibi
aletleri kullanabilir. Cama istenilen sekil verilirken, kristal haldeki 6zel cam boyalar1
yardimiyla renklendirme islemi yapilabilir. Serbest tifleme teknigi yiiksek vasfa dayali
bir iiretim gerektiren, karmasik ve hassas bir zanaattir, her agamasinda titizlik ve el

gabukluguyla hareket etmeyi gerektirir.

GLASS: Glass is a rigid, transparent or semitransparent manufactured material that
exists in nature in the form of volcanic obsidian. The earliest known specimens of glass,
made with sand, bicarbonate, and lime, have been found in Mesopotamia and date back to
the third century BCE. The most significant breakthrough in glassmaking was the invention
of glassblowing and the use of a metal blow pipe. Though glassmaking has a history spanning
five thousand years, its appearance in the Anatolian landscape dates back to the Artuqids
and Seljuks, being further refined during the Ottoman period. Working in a master-
apprentice type of environment, glassmakers produced fabulous oven-fired and blown works
during this period. The first modern glass factory was established in 1934 at Pasabahge,
Beykoz, near Istanbul.

Glassblowing has two main techniques: cast blowing and free blowing. In free blowing,
liquid heated glass is extracted from an oven with a hollow blow pipe, which is then gently
blown into and allowed to cool. It can then be re-dipped into molten glass in order to
achieve a larger form. With cast blowing, the glass is cooled in a cup-formed cast while being
constantly swung around the blow pipe in order to achieve the desired form. The glassworker
can use prongs, tongs, hooks, and other tools to shape the glass. While the glass is being
shaped, specialized crystalline paint can be applied for coloration. Free blowing glass is a

delicate, highly specialized craft that requires dexterity and attention to detail at every step.
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Merve Yiicel: Oncelikle biraz sizden
bahsedelim Seyhun Hanim. Yapitlarinizi
kendiniz mi iiretiyorsunuz?

Seyhun Topuz: Aliiminyum, demir,
fiber gibi endiistriyel malzemelerle
caligtyorum. Islerim biiyiik oldugu igin,
profesyonel atolyelerde ¢aligiyorum.
Cok uzun yillardir beraber ¢alistigim
ustalar var. Gidecegim zaman atdlyeyi
bana birakiyorlar. Istedigim kadar
calistyorum. Bityiik islerde teknik
yardim aliyorum tabi ki.

MY: Erken donem calismalarinizda
zaman zaman tas, ahsap gibi geleneksel
malzemeler kullanmistiniz, degil mi?

ST: Tas ve ahsab1 New York'ta kaldigim
stirede kullandim sadece. Art Students
Leaguee gidiyordum o zaman. Ama
ikisi de sevdigim malzemeler degildi.
Tirkiye'ye doner donmez biraktim,
metal malzemelere geri dondiim. Ahsap
ve tag ¢ok sabir isteyen malzemeler. Hi¢
bana gore degil.

MY: Geleneksel bir malzeme olan cam ile

yeniden sanatsal iiretim yapmak nasil bir
deneyimdi?

ST: Bu proje i¢in tasarim yapan bes
arkadasiz, benim payima cam disti.
Kendimi hem ¢ok sanshi hem de ¢ok
sanssiz hissediyorum. Sansliyim, ¢iinkii
Cam Ocag Vakfi gibi bir olusumu
tanima firsat1 buldum, cam tfledim.
Ogrencileri, yabanci misafirleri ve
atolyeleri olan, ¢cagdas isler {ireten bir
vakif. Diger bir sansim ise Gamze'yi
tanimig olmak. Ote yandan, sanssiz
oldugumu soyliiyorum ¢iinki

camdan simdiye kadar tiretilmemis
higbir sey yok. Bityiik bir dikkatle
aragtirdim. Cok giizel objeler var.
Camin unutulmus, geride kalmis bir

el sanat1 oldugunu diisiinmiiyorum.
Tam tersine, tilkemizde basariyla icra
edilen, hatta ihracat1 yapilan bir sektor.
Bu nedenle sanssizim, ne yapacagimi
sasirdim. Iki dneri getirdim. Ilki daha
once Pagabahge tarafindan yapildig:
icin, ikinci 6nerim olan 10 adet pegete

halkasini yapmaya karar verdik.

MY: Kendi heykellerinizden yola ¢ikarak,
bu tasarimi nasil sekillendirdiniz?

ST: Pegete halkalarina karar verdikten
sonra, nasil olabilecegini diistindiim.
Ucggen, kare ve daire gibi yalin
geometrik formlar tizerine pek ¢ok
arastirma yaptim. Bu pecete halkalar1
da daire formu tizerine bir deneme.
Camin 6zellikleriyle birlesince, bu
daireleri birbirinin i¢ine geciren,
birbirine yaklastiran bir tasarim ortaya
¢ikt1. Her bir pecete halkasini beyaz
tizerinde farkli renkle tasarladim.
Kalabalik bir masada yemek yerken,
herkesin pegete halkasinin kendine 6zel
olmasini istedim.

MY: Bu yeni bir soru degil, zanaat

ve sanat arasimdaki ssmirlar William
Moris’ten Bauhausa kadar uzun
zamandir tartisihyor. Ama bugiinlerde,
ozellikle “Maker” kiiltiiriiniin patlamas:
veya Richard Senett’in Zanaatkar
kitabinn tekrar giindeme getirilmesi

gibi egilimler, sanat ile zanaat arasinda

Merve Yiicel: Let’s talk about you
first, Ms. Topuz. Do you make your
own pieces?

Seyhun Topuz: I work with industrial
materials such as aluminum, iron,

and fiberglass. I work in professional
workshops because my work consists of
large pieces. There are master craftspeople
I have been working with for many years.
They leave their entire workshop open

to me when they know I will be going. I
work for as long as I like. Of course, I seek
technical support with large objects.

MY: Is it correct that you used
traditional materials such as stone and
wood in your early work?

ST: I used stone and wood only during
my studies at the Art Students League

in New York. I did not enjoy either
material. As soon as I came back to
Turkey I stopped using them and returned
to metals. Wood and stone require a
considerable amount of patience, which is

not for me.

MY: What did you think of your
experience working with traditional
glass again in an artistic production?
ST: There were five of us designing for
this project. Glass was my share. I felt both
lucky and unlucky. I am lucky because I
became familiar with glassblowing and
the Glass Furnace Foundation outside
Beykoz. They produce modern pieces

and have students, foreign guests, and
workshops. Another reason why I consider
myself lucky is for having met Gamze. On
the other hand, I consider myself unlucky
because everything has already been made
in glass. I researched very carefully. Some
very beautiful objects have been made.

I do not see glass as an outdated and
forgotten handicraft. On the contrary,
Turkey is very good at glasswork, to the
extent of exporting to other countries. This
is why I say I felt unlucky; I did not know
what to make. I came up with two ideas.
Pasabahge, a manufacturer of glassware

in Turkey, had already realized my first

idea. This being the case, we decided to

work on my second suggestion: ten napkin
rings.

MY: Based on your sculptures, how
would your say your design was
shaped?

ST: Once I decided on the napkin rings

I started thinking about what they

should be like. I did extensive research on
geometric forms such as the triangle, the
square, and the circle. The napkin rings
are an experiment with the circular form.
When combined with the properties of
glass, the resulting design is one where
circles intertwine and come closer to each
other. Each napkin ring is in a different
color on white. I wanted everyone around
the dinner table to have his or her own
special napkin ring.

MY: This is not a recent issue, but
from William Morris to Bauhaus, there
has been an ongoing debate regarding
the line between the arts and the
crafts. And it has become necessary to

rethink this blurred line given recent
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bulaniklasan ¢izginin iizerine tekrar
diisiinmeyi gerektiriyor. Sizce sanat ile
zanaat arasindaki fark nedir?

ST: Konumuz heykelse, zanaat her
zaman isin i¢inde. Hangi malzeme ile
calistyor olursaniz olun, isin bir zanaat
kismi var. Bizim igsimiz zanaatkarlarla

beraber yiiriiyor. Biz kullanilan bir

iriin degil, izlenen bir obje yaratiyoruz.

Zanaatkarlar ise agirlikli olarak
giindelik hayatta kullanilan tirtinler
yapryorlar.

MY: Biraz da sizden bahsedebilir

miyiz Gamze Hamm? Ozellikle zor

olan bir yonteme, sicak cam iifleme
yontemine yogunlastyorsunuz. Hatta

bu konuda Tiirkiyedeki ilk kadin cam
sanat¢ilarindansimiz. Cam iiflemeye ne
zaman ve nasil basladiniz?

Gamze Araz Eskinazi: i¢ mimarlik
okuduktan sonra Ankarada 6 yil
meslegimi yaptim ama aklimda hep
camla ilgili bir seyler yapma fikri vardu.

Istanbul’a tasindiktan sonra, biraz

tecriibe kazanmak ve toprakla hasir
nesir olmak i¢in 6nce iinli seramik
sanatgist Nuray Adanin yaninda iki
sene toprak canaklar yaptim. Ama

bu arada cam lizerine okumaya ve
arastirmaya devam ettim. 2003 yilinda
Cam Ocag1 Vakfrnda bir atolyeye
katildim ve ortagim Yasemin Yaymsoy
ile de orada tanigtim. ikinci egitimden
sonra bu iste ciddi oldugumuzu fark
ettik ve 2005 yilinda birlikte Camekan
kurduk.

MY: Camekanda nasil iiriinler yapiliyor?
Eserlerinizi ortaya ¢ikartma siirecini biraz
anlatir misimz?

GAE: Bizim hem sanatsal hem de
fonksiyonel islerimiz var. Sanatsal
islerimizle kendimizi tatmin

ediyoruz diyebilirim. Uziintiileri

ve mutsuzluklari tekrar 6n plana
¢ikartmak yerine, yasam enerjimizi ve
umudumuzu arttiracak isler yapmaya
gayret ediyoruz. Sicak cam iifleme

teknigini, bizzat kendi nefesimizi

kullanarak tiretim yapiyoruz. Yitksek
1sida genlesen camlara iifleyerek
sekillendirmek, biiyiik dikkat ve sabir
isteyen bir is. Hakimiyeti ¢ok zor gibi
goriinen bir maddeye el isciligi ve hayal
gliciiyle sekil veriyoruz.

MY: Cam harmam, kolay elde
edilemeyen, pahal bir malzeme.
Hammaddeye nasil ulastyorsunuz?
GAE: Cam Ocag1 Vakfrnda giinde

24 saat, yilda 365 giin ¢aligan ve cami
1200 derecelerde bal kivamina getiren
bir firin var. Cam harmani bir gece
onceden bu firinin i¢ine yerlestiriliyor
ve ergitiliyor. Saatlik bir kira bedeli
vererek atolyeyi kiralayabiliyorsunuz.
Biz de tiretimlerimizin ¢ogunu burada
yapryoruz. Vakif béyle miithis bir
imkan sagliyor.

MY: Seyhun Hanim ile birlikte
tasarlayip iirettiginiz pegete halkalarina
giden siireci biraz anlatir misiniz?
GAE: Oncelikle Seyhun Hanim’la

bir kesif gezisi yaptik. Hedefimiz hem

developments, including the rise of
maker culture and the reawakening of
Richard Sennett’s book The Craftsman.
What is the difference, to you, between
the arts and the crafts?

ST: If we are talking about sculpture,
crafts will always be part of it, regardless
of what material you use. We walk hand
in hand with craftspeople. But the objects
we create are not for use; they are for
viewing. Most craft products, on the other
hand, are intended for daily use.

MY: Can we talk a little bit about you,
Gamze? You focus on the particularly
difficult technique of glassblowing. You
are among Turkey’s first artists working
in the field. When and how did you
start?

Gamze Araz Eskinazi: After I
studied interior decoration, I worked as
an interior decorator in Ankara for six
years. All that time I knew I wanted to
work with glass. After I moved to Istanbul,
I wanted to gain some experience with

clay, so I worked with the famous ceramic

artist Nuray Ada for two years, making
earthenware pieces. In the meantime I
continued reading and doing research on
glass. I attended a workshop at the Glass
Furnace Foundation in 2003, where I
met my partner, Ms. Yasemin Sayinsoy.
After the second workshop we attended,
we knew that we were both serious about
glass. Yasemin and I set up Camekan in
2005.

MY: What kinds of objects do you
make at Camekan? Can you talk about
how your work comes about?

GAE: We offer artistic objects as well

as functional ones. We do artistic work
for self-satisfaction. We try to do work

to promote increased energy and hope,
rather than emphasizing despair and
sadness. We use the hot glassblowing
technique, our own breath, in production.
Blowing into glass expanding at high
temperatures to give it shape requires a
considerable amount of attention and

patience. We use manual labor and

imagination to shape an unruly substance.

MY: Glass frit is expensive and not
easily accessible. Where do you get
your raw materials?

GAE: The furnace at Glass Furnace
Foundation runs at 1200 degrees, 24
hours a day, 365 days a year. It gives glass
a honey-like consistency. We place the
glass frit blend in the furnace overnight to
melt it down. The workshop is available at
an hourly rate. This is where and how we
do our production. The foundation offers
this huge opportunity.

MY: Can you tell us about your
journey with Ms. Topuz that led to

the napkin rings you co-designed and
produced?

GAE: The first thing we did was to go on
an expedition. Our goal was to introduce
Ms. Topuz to the foundation and to the
material by allowing her to blow into hot
glass. Seeing glass in that honey-like form,
experiencing all the stages and holding the

end product in your hand, opens up new

horizons that point toward what you can
do with the material. When I first received
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Seyhun Hanim’t Cam Ocag1 Vakfi ile
tanistirmak hem de sicak cami birebir
nefes verip sekillendirerek malzeme

ile tanigmasini saglamakti. Malzemeyi
bal kivaminda goriip, biitiin evrelerini
yasamak ve sonug iiriinii elinize almak,
malzeme ile neler yapilabilecegine

dair pek gok pencere agryor. Seyhun
Hanimdan tasarim ilk geldiginde

“ne kadar basit hemen yaparim” diye
diginmiistim. Ama banka oturup
pipoyu elinize aldiginizda, ¢ok

basit oldugunu diislindiigiintiz bir
tasarimin ne kadar karmagik oldugunu
gorityorsunuz. Isin en keyifli kism1

da bu. Karsilagtigimiz problemleri
tanimlamak ve bu engelleri agma siireci
bizi heyecanlandiriyor.

Sonug iiriindense siirecin daha degerli
oldugunu distiniiyoruz.

ST: Benim bu siiregte gozlemledigim
bir sey var. Ben heykeltiras olarak
kullandigim malzemeye hiikmetmek
isterim. Burada biraz cam size
hiikmediyor. Zorlayic1 veya kigkirtic
bir ikilem bu. Benim hig aligik
olmadigim bir yontem.

GAE: Haklisiniz, malzemenin bir

dili var ve siz ona kulak vermek
zorundasiniz ve bu dili dinlemezseniz
malzeme sizi yakar, keser, tam bittigini
sandiginiz anda ¢atlar. Bir yandan da
yaraticiliginizla malzemeyi senkronize
etmeye calismak camda zorlayici etken.
Bu fark da isi cazip kilan sey.

MY: Pegete halkalarini yaparken serbest
iifleme teknigi kullandiniz degil mi?
GAE: Evet. Kalipla da yapilabilirdi tabi
ama Seyhun Hanimin tasarimindaki
ince detaylar1 ancak elde yaparak
tamamiyla yansitabilecegimizi
disiindiik.

MY: Ozellikle kiiresellesme siirecinde
ortaya ¢ikan yeni iiretim ve tiiketim
anlayislar: zanaatkdrligin eski ve

yeni bigimleri tizerinde diisiinmeyi ve
karsilastirmalar yapmay: kolaylastiriyor.
Bir yandan da fabrika sisteminin standart
iirtinleri disinda zanaatkdr emeginin

ozgiin iiriinlerine duyulan talep, zanaat

Ms. Topuz’s design I thought, “Oh, this

is a piece of cake for me.” But when you
sit down on a bench with the pipe in
your hand, you begin to see that what
you thought was so simple is in fact quite
sophisticated. This is the most enjoyable
part of our job—defining and overcoming
challenges. We find that exciting. We think
the process is more valuable than the end
product.

ST: As a sculptor I want to be able

to dominate the materials I use. I
observed during this project that the
glass somewhat rules over you. This is a
challenging and provocative conflict. It is
something outside my comfort zone.
GAE: You have a point. The material
speaks its own language and you have to
listen to it. Otherwise it will burn you,
cut through you, or break just when you
thought you had finished the job. Trying
to synchronize your creativity and the
material is also a challenging task when
it comes to glass. This is what makes it
attractive.

MY: Did you use the free-blowing
technique for the napkin rings?

GAE: Yes. We could have used mold
blowing as well, but we thought we could
fully reflect all the fine details in Ms.
Topuz’s design only through blowing glass
off-hand.

MY: The new understanding of
production and consumption emerging
particularly with globalization makes
it easier to think about and compare
old and new craft styles. On the

other hand, demand for nonstandard
and unique objects that are outside

the factory system and require a
craftsperson’s labor obliges us to think
about the thin line between the arts and
the crafts. What is your interpretation
of this issue in the context of Turkey,
and also as an educator?

GAE: Although the speed the industrial
age brought about had a gradual
suppressing effect on the crafts, we have
begun to return to our human side. This

makes us concentrate anew on the crafts.
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ve sanat arasindaki ince ayrim tizerinde
de diisiinmeyi zorunlu hale getiriyor.

Siz, aym zamanda bir egitimci olarak

bu konuyu Tiirkiye baglaminda nasil
degerlendiriyorsunuz?

GAE: Endiistri ¢aginda var olan hiz
zanaatlar1 yavas yavas sindirse de
insan oldugumuzu hatirlayarak tekrar
zanaatlara yonelmeye calisiyoruz.
Artik fabrikadan ¢ikan seri imalat
urinlerden uzaklagip, kalbimize,
ruhumuza dokunan triinler satin
almaya gayret ettigimiz bir donemde
oldugumuza inanmak istiyorum.

1§in ekonomik boyutuna bakarsak,
Pagabahge diinyada iiglincli Avrupada
ise ikinci en biiyiik cam fabrikasina
sahip. Cek Cumhuriyeti’nde birgok
cam fabrikas1 kapanip, imalatlarini
Pagabahg¢e’ye yaptirmaya basladi.
Bunlar miithis gelismeler. Pasabahce
endiistriyel bir kurulus ama bu

yil itibariyle butik ¢alismalara da
yonelmeye basladi. Bundan 6nce kiigiik
denemeler vardi ama bu yil daha
kapsamli projelerle bu iilkede yasayan
tasarimcilarla ne yapabileceklerini
sorgulamaya basladilar. Bu da gok

iyi bir gelisme. Denizlideki fabrika,

el imalat: fabrikasi olarak geciyor

ama sonugta bir siiril ustanin hem
kalipla hem de serbest cam teknigiyle,
zamana kars1 yarisarak cam tfledigi
bir fabrika. Ustalar burada fabrikasyon
sistemin bir parcasi olarak ¢alistyorlar.
Burada ince bir detay var. Fabrikasyon
dretimi ve el imalati farkli tanimlar.
Pagabah¢e’nin yaptigi el imalati ile
bizim tiretimlerimiz arasinda biyiik bir
fark var. Denizlideki fabrikada sanatsal
bir cam iiretimi yapilmiyor. Uretilen
¢ogu objenin bir fonksiyonu var.
Orada, firindan ¢iktiktan sonra hizlica
belirli islemlerden gegip soguyan, kisa
cam kullaniliyor. Bizim eserlerimiz

ise el becerisiyle ortaya ¢ikiyor ve esi
benzeri olmuyor. Biz uzun cam diye
tabir edilen ve soguma siiresi uzun olan

bir cam kullaniyoruz.

I want to believe that this is a period of
trying to break away from factory-style
bulk production and move toward buying
products that touch the soul and the
heart. From an economic perspective,
Pasabahge owns the world’s third-largest,
and Europe’s second-largest glass, factory.
A number of the Czech Republic’s glass
factories closed down; they now use
Pasabahge for glass production. These are
all wonderful developments. Although
Pasabahge is an enterprise, this year saw
it gravitate toward boutique production.
There have been smaller-scale attempts in
the past but with this year’s far-reaching
projects they began questioning what can
be done in collaboration with designers
in Turkey. This is very encouraging
progress. Although the factory in the city
of Denizli is called a crafts factory, a large
number of crafispeople race against time,
using both the free-blowing and mold-
blowing techniques. They work as part of
a factory system. The fine detail here is
that fabricated production and manual
production are two different concepts.
Manual production by Pasabahge is

very different from what we produce.

The Denizli factory does not produce
artistic glasswork. Most of the objects they
produce are functional. They use “short
glass.” This type of glass cools down fast
after going through certain processes once
it comes out of the furnace. Our work, on
the other hand, is unique and requires
manual skill. We use “long glass ” which
takes longer to cool down.

MY: Are young people willing to

go through apprenticeship training

to become masters in this branch of
crafts/arts?

GAE: In order for the master-
apprentice relationship to work
you need the master to be able
to make a living from their job
and the apprentice to be able
to see a promising future.

At a time where industry is at its peak,
the new generation is directed toward

professions that will earn fast money.
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MY: Giiniimiizde, bu zanaat/sanat adina
¢rrakliktan yetismek icin hevesli olan

gengler var mi?

GAE: Usta cirak iligkisi icin,
ustanin bu isten hala ekmek
yiyor olmasi ve ciragin da
bu meslekte bir gelecek
gorebiliyor olmasi gerekir.

Endiistrinin zirveye ulastig1 bu
donemde, geng nesil paranin hizh
gelecegi mesleklere yonlendiriliyor.

O nedenle iiniversitede bu isi

okuyup, egitimini alanlar ¢ok degerli.
Gelecegin ustalar1 ve sanatcilar

onlar. Biz kendimizi usta olarak
nitelendirmiyoruz. Ustalik vasfi ¢ok
onemli ve bizim de daha 6grenmemiz
gereken cok sey var ama 2011'den

beri Mimar Sinan Universitesinde
cam iifleme egitimi verdigimiz

i¢in kendimizi sansl sayryoruz.
Aslinda 6grencilerimiz bizim kiigiik
¢iraklarimiz. Simdiye kadar yaklagik
otuz 6grencimiz oldu. Bazilari cam
iflemeyi bir ders olarak gormekten
oOteye gecip, bir meslek olarak icra etme
yolunda ilerliyor. Bu zanaati, sanat
olarak icra eden kisi sayis1 Tiirkiyede
¢ok az. Cam Ocag1 Vakfi bu anlamda
¢ok biiyiik bir sans sunuyor. Okulda
ogrendikleri zanaati, vakifta bir siirii
sanatsal etkinlikte kullanabiliyorlar ve
hammaddeye kolaylikla ulasabiliyorlar.
[k dgrencilerimizden biri Amerikadan
iki burs aldi. Simdi yine vakifta baska
bir proje i¢in ¢alisiyor.

MY: Seyhun Hamm, bir zanaatkar

ile birlikte iiretmek sizin icin nasil bir
deneyimdi? Bu proje ile baslayan siireci
devam ettirmeyi diisiiniiyor musunuz?
ST: Sanat ve zanaati
birlestirerek, fonksiyonel ve
ayni zamanda sanatsal iiriinler

ortaya cikarttik. Benim i¢in ¢ok
keyifli bir siire¢ oldu. Ben tasarimi
yaptim, uygulama asamasi ise tamamen
Gamze'nin driindi. Bir gesit gorev
dagilimi yaptik. ileride camdan bir
heykel yapabilir miyim, diye bir soru

isareti var aklimin arka kosesinde.

Therefore those people who study crafts
in college are very valuable. They will

be the master craftspeople and artists of
the future. We do not consider ourselves
masters. That is a very valuable title and
there is still so much we need to learn. We
consider ourselves lucky because we have
been teaching glassblowing at Istanbul’s
Mimar Sinan University since 2011. Our
students are in fact our apprentices. So
far we have had approximately thirty
students. Some of them have come to
regard glassblowing as more than just a
course to be completed and are moving
on to practicing glassblowing as a trade.
In Turkey there are very few people
practicing this branch of crafts as a form
of art. The Glass Furnace Foundation
offers a tremendous opportunity in that
sense. It allows the students to have easy
access to raw materials and make use of
the skills they learn in college to produce
artworks. One of our first students
received two separate scholarships from
the United States and is currently working
on a project at the foundation.

MY: Ms. Topuz, what did you think
about your experience of working with
a craftsperson? This was a process
initiated by this project; do you wish to
carry it into the future?

ST: We combined art and
craft to produce functional
and artistic objects. I have
thoroughly enjoyed this

process. Ours was an example of task
distribution in a way: I was responsible for
the design, but it was Gamze who realized
it. The question in the back of my mind is
whether I can make a glass sculpture in
the future.
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Seyhun Topuz
Heykeltiras Sculptor

Istanbul Devlet Giizel Sanatlar Akademisi Yiiksek Heykel Boliiminii 1971 yilinda
bitiren Seyhun Topuz, 1978-1980 ve 1983-1984 yillar1 arasinda ¢aligmalarini New
YorK'ta siirdiirdii. 1980°li yillarin bagindan itibaren heykel sanatini geometrik-soyut bir
anlatim araci olarak goren Topuz, ¢aligmalarinda dogada karsilasilamayacak formlar
tasarliyor. Formun ve malzemenin alabildigine yalinlagtirdig1 ¢alismalarinda sanatgt,
dinyadaki degisimin kargisinda durabilecek ideal bir yap: olusturuyor. Digiince
yapis1 ve sanat anlayisi olarak modern heykel sanatinin minimal ¢izgisine yakin duran
Topuz, yalinlagtirilmis geometrik bir dilin farkli olasiliklarini ¢aligmalarinin ana

konusu haline getiriyor.

Seyhun Topuz completed her degree in sculpture at the Istanbul State Academy of Fine Arts
in 1971 and worked in New York between 1978 and 1980 and then again in 1983-84.
Since the early 1980s Topuz has stressed the art of sculpture as a geometric-abstract form of
expression, and uses forms that cannot be encountered in nature. With her purely empirical
use of materials and forms, the artist offers an ideal construct that can stand up to changes
in the world. Topuz adheres to the minimal approach and artistic structure of modern
sculpture, making the various possibilities afforded by a simplified geometric language the

main theme of her work.

Gamze Araz Eskinazi
Cam iifleme sanatcisi Glassblower

1970 yilinda Ankarada dogan Gamze Araz Eskinazi, 2003 yilinda sicak cam {ifleme
teknigini 6grenmek tizere Cam Ocag1 Vakfrnda egitimlere katildi. 2005 yilinda
Yasemin Sayinsoy ile Camekan markasini kurup cam isler iiretmeye basladi. Sicak
cam Ufleme teknigi iizerine yogunlasan Eskinazi, 2009 yilinda “Tiirkiyede Cam” adli
sergide cagdas cam eserlerini 6rneklemek tizere Finlandiya’ya davet edildi. 2010 yilinda,
Camekan’in eserleri uluslararasi bir sanat fuari olan Sofa Chicago da sergilenmek
tizere segildi. 2011 yilinda, Mimar Sinan Giizel Sanatlar Universitesi Seramik ve Cam
bolimiinde uygulamali sicak cam tifleme dersleri vermeye baslayan Eskinazi ortag:
Sayinsoy ile birlikte, Sabiha Gokgen Uluslararas1 Havalimani VIP Salonu’nda yer alan
cam eserler gibi ticari projelerin yani sira, geri déniisiim ve ¢evrecilik gibi konularda

projeler gelistiriyor.

Born in Ankara in 1970, Gamze Araz Eskinazi attended hot glassblowing courses at the
Cam Ocag1 Foundation in 2003. In 2005 she cofounded the Camekan brand with Yasemin
Saymsoy and started producing glassware, focusing on the hot glassblowing technique.
Eskinazi was invited to Finland in 2009 to show her contemporary glass works as part of the
“Glass in Turkey” exhibition. Camekan’s glassware was selected for display at SOFA Chicago,
an international art fair, in 2010. Eskinazi started teaching applied glassblowing courses
at Mimar Sinan Fine Arts University in 2011. Eskinazi and Sayinsoy continue to produce
commercial works, such as glassware for the Sabiha Gokgen Airport VIP lounge, in addition

to developing projects on sustainability, recycling, and environmentalism.

Videoyu seyretmek i¢in liitfen tiklayin.

Please click for video.
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Pecete Halkasi

Fonksiyon: Pegete halkasi
Renk Segenekleri: Turuncu, kirmizi, mavi, mor, pembe, yesil
Olgiiler: @ 55 mm
Malzeme: Cam

El yapim1

Function: Napkin ring
Colors: Orange, red, blue, purple, pink, green

Dimensions: @ 55 mm
Material: Glass
Handcrafted

Napkin Ring
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SEDEF: Midye ve istiridye gibi deniz hayvanlarinin kabugunda bulunan; sert, taseil,
beyaz ve gokkusagi piriltili maddeye sedef, bu maddeyi isleyen kisiye de sedefkér
denir. Sedefkarlikta; sedefin yani sira, ince ¢ita ve kaplamalarin cesitli renklerde
boyanmasindan olusan filetolar, bityiik deniz kaplumbagalarinin sirtindan elde edilen
baga, fildisi, kemik, boynuz, giimiis ve altin gibi malzemeler de kullanilir. Binlerce
gesit deniz kabugunun arasinda sedef 6zelligine sahip olan sadece yedi, sekiz tir
vardir. Sedef; sahip oldugu renge ve dokuya gore; beyaz, arusek, ¢op ve tas gibi gesitleri

isimler alir.

Sedef isciligi, kakma, macunlama ve kaplama teknikleriyle yapilir. Bunlar i¢inde en
yaygin olan kakma tekniginde, 6nce sedeflenecek isin iskeleti hazirlanir. Sedef kakma
i¢in genellikle abanoz, pelesenk, ceviz ve maun gibi agag¢ tiirleri tercih edilir, ama
oyulabilecek nitelikteki herhangi bir malzeme de kullanilabilir. Kagit tizerine ¢izilen
desen, agag tizerine aktarilir ve sedeflerin yerleri tespit edilir. Bu yerler iki ya da ¢
milimetre derinliginde oyulduktan sonra ayni boyutlarda kesilen sedef, sicak tutkalla
bu oyuklara yapistirilir. Yapistirma islemi tamamlandiktan sonra kaba tesviye, tim

kakma islemi tamamlandiktan sonra ise ince tesviye yapilir.

Sedef esyalar yapildiklar1 yoreye, yapim teknigindeki ayrintilara ve motiflerine goére
farkliliklar gésterir, Eser-i Istanbul, Sam isi, Viyana isi ve Kudiis igi olarak isimlendirilir.
Osmanli doneminde genis kullanim alanina sahip olan sedef is¢iliginin ilk 6rneklerini
Topkap: Sarayr Miizesinde gérmek miimkiindir. Sedef, Beyazit Cami ve Ayasofyada
yer alan III. Murat tiirbesinin kap: kanatlar1 gibi mimari yapilarin yani sira, rahle,
masa, koltuk, sehpa gibi mobilyalar; silah kabzasi, nalin, koriik, tiitiin tabakasi, kahve

takimi ve ayna gibi esyalarda kullanilir.

NACRE: Found lining the inner shells of crustaceans such as mussels and oysters, nacre
(also called mother of pearl) is a stony, iridescent organic material. It is called sedef in
Turkish, and craftspeople working with it are called sedefkar. The craft also involves delicate
work with wood, tortoiseshell, ivory, bone, horn, silver, and gold. Of the thousands of species
of marine crustaceans, only a handful produce nacre. The material is classed depending on

its color and texture as white, arusek (pink and green tinged), ¢Op (twig), or tas (stone).

Nacre is crafted by inlaying, casking, or coating the material, inlaying being the most usual
technique. It is most commonly inlaid on ebony, walnut, mahogany, or balsam wood, but
could be used with any material that can be carved. The pattern, drawn initially on paper,
is transferred to the wood and the areas to be inlaid are marked. The sockets are then carved
to a depth of two to three millimeters. The corresponding cut nacre pieces are inserted and
adhered with warm glue. Once the glue has dried, the surface is roughly smoothed, and after

the entire inlaying process is complete, a more delicate round of sanding is performed.

Nacre works show variations depending on where and with what technique they were crafted,
and are usually classed as being from Istanbul, Damascus, Vienna, or Jerusalem. Nacre was a
commonly used form of ornamentation under the Ottomans, and some of the earliest examples
of this technique are on display at Topkapi Palace. The material was used for architectural
ornamentation, as can be seen in Beyazit Mosque or on the doors to Murad III's sepulcher at
the Hagia Sophia; for furniture such as lecterns, tables, chairs, and stools; and for a variety of

objects such as weapon handles, clogs, bellows, tobacco cases, coffee sets, and mirrors.
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Merve Yiicel: Bir ressam olarak sanat
yaklasimimzi nasil tarif edersiniz?
Ekrem Yalgcindag: Sanat ile
ugrasmaya karar verdigim andan
itibaren resim yapmaya baglamam
uzun bir siire¢ oldu. Once karikatiirist
olmak istiyordum ve resim yapmaya
bagladim. Sonra sanat tizerine yazilar
yazmak daha cazip geldi ve sanat
elestirmeni olmak icin Izmir Dokuz
Eyliil Universitesi Giizel Sanatlar
Akademisi’ne girdim. Teoriyi ve

sanat tarihini kendim okuyarak da
Ogrenebilecegimi, fakat daha iyi bir
degerlendirme yapabilmek i¢in pratigi
bilmek gerektigini diisitndiim. Uciincii
doneme geldigimde sanat yapmak
daha cazip geldi. 1985 ve 1999 yillari
arasinda sanat okudum. Ogrenme
stirecim ise hala devam ediyor.

MY: Sanat elestirisine olan ilginizden
yola ¢ikarak, zanaat ve sanat arasinda
uzun zamandir tartisilan swrlar tizerine

diistincelerinizi 6grenebilir miyiz?

EY: izmirde okudugum zamanlarda,
el ig¢iliginin ¢ok 6nemli bir sey
olmadigini diisliniiyordum. Sanatin
dogrudan el ig¢iligi ile ilgili olmadig:
fikrine sahiptim. Bir anlamda el
isciligini yok sayan bir yaklagimim
vardi. Almanyadaki egitimim sirasinda
bu fikrim degisti. Jeff Koons tinlii
Amerikali elestirmen David Sylvester
ile yaptig1 bir soyleside “el is¢iligindeki
kalite izleyiciye giliven duygusu verir”
diyor ve buna katiliyorum.

MY: Daha énce buna benzer bir
deneyiminiz oldu mu? Birlikte calistiginiz
bir zanaatkar oldu mu? Ya da bir iiriin
tasarum yaptinz mi?

EY: Hayir, olmadi. O nedenle
sonuglarini ben de merak ediyorum.
Orneklerini biliyorum tabi ki.

Mesela Claes Oldenburg’un 1963
yilinda yaptig1 “Bedroom Ensemble”
(Yatak Odasi Diizenlemesi) adl1 bir
yerlestirmesi var, su anda replikasi

Frankfurt Glncel Sanatlar Miizesi'nde

bulunuyor. Bu odanin i¢inde yer

alan yatak, masa ve masa lambas1

gibi objeleri tasarlarken Oldenburg’a
Richard Artschwager adli bir

mobilya ustasiyla birlikte ¢aligmasini
Oneriyorlar. Artschwager bu sayede
zanaatkarliktan sanat¢iliga dogru
geciyor, bugiin Oldenburg kadar
onemli bir sanatcl.

MY: Sanatsal iiretim bireysel bir siirec,
bu projede bir zanaatkdr ile birlikte
tasarlayip iirettiniz. Bir arada ¢alisma
deneyimini nasil yorumluyorsunuz?
EY: Ben hep sanat agisindan
bakiyorum bu projeye. Islerini iirettiren
sanatcilardan farkim nedir, diye
diistintiyorum. Alighiero Boetti Afgan
kadinlara tuvallerini dokuturken,
kendisinin hakim olmadig: bir teknik
kullanmuigti. Bir fikri vardi ve kendi
¢izdigi kompozisyonlarin uygulamasini
Afgan nakis¢ilarin el isciligine

birakti. Teknik olarak bu eserleri
ortaya ¢ikartabilme yetenegine sahip

degildi. Dolayisiyla bunlar olduk¢a

Merve Yiicel: As a painter, how
would you describe your artistic
approach?

Ekrem Yalcindag: After I decided
to pursue art, it was a long process before
I actually started painting. I originally
wanted to be a cartoonist, and I started
out illustrating. Later I found it more
tempting to write about art, so I enrolled
at Izmir Dokuz Eyliil University’s Fine
Arts Department in order to become

an art critic. I thought I could learn
theory and art history by reading about
them myself, but in order to properly
think about art, I needed to familiarize
myself with the practice of it. By the third
semester, actually making art became
more attractive. I studied art between
1985 and 1999. My learning process is still
ongoing.

MY: Based on your interest in art
criticism, what are your thoughts on
the long-standing discussion regarding

boundaries between art and crafts?

EY: I didn’t think handcrafts were
particularly important while I was a
student in Izmir. I thought art was not
directly connected to manual work.

In a way, I had an approach that
completely disregarded this aspect. My
outlook changed during my education

in Germany. In a conversation with

the renowned American critic David
Sylvester, Jeff Koons says, ‘quality in
draftsmanship instills trust in the viewer.”
I agree with this.

MY: Have you had any experience
before with working alongside a
craftsperson? Or have you designed a
product?

EY: No, I hadn’t. Which is why I'm
curious about the outcome myself. I know
of other examples, of course, for instance
Claes Oldenburg’s 1963 work “Bedroom
Ensemble,” a replica of which is on display

at the Frankfurt Contemporary Art
Museum. While designing the bed, table,

and lamp in this room, it was suggested

to Oldenburg that he collaborate with a
furniture craftsperson named Richard
Artschwager. Consequently Artschwager
transitioned from being a craftsperson

to becoming an artist. He is now as
important an artist as Oldenburg.

MY: Artistic production is often an
individual endeavor. You worked with
a craftsperson on this project. How
would you evaluate the experience of
working together?

EY: I'm always looking at the project
through an artistic point of view. How
am I any different from artists who have
their works produced, I wonder? When
he had Afghan women weave his works,
Alighiero Boetti was using a technique
that he himself was not familiar with. He
had an idea, and he let the handwork of
Afghan weavers make it reality. He didn’t
have the technical ability to actually make
the works himself. Consequently they are
quite conceptual. On the other hand, I use

my own technique. This is the first time
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kavramsal isler. Bense kendi teknigimi
iiretip uyguluyorum. ilk kez isimi
kendi hakim olmadigim bir teknik ile
tiretmeyi deneyimliyorum. Sonucu ben
de ¢ok merak ediyorum.

MY: Birlikte calistiginiz zanaatkdar Fatma
Ayranin isleri veya sedef malzemesi ile
ilgili bir 6n arastirma yaptimz mi?

EY: Cok korkak bir sanatgryim,
arastirmalara ve teknige kapaliyim.
Kendi islerimi gelistirirken giintimiiziin
teknolojik yardimlarini kendimden
uzak tutarak, once fikrimi olusturmaya
¢alisirim. O nedenle bu konuda da

bir 6n aragtirma yapmadim. Serbest
diisiinebilme yetenegimi kaybetmek
istemiyorum. Iglerimi yaparken notlar
alirim, fikri desen olarak ¢izerim ama
higbir zaman bire bir tasarlamam.
Cunki bu siireg, ortadaki fikrin bir
heyecan mi1 yoksa gercek mi oldugunu
aytklamami sagliyor.

MY: Daha énce Istanbul Modern

Sanat Miizesinde agilan “Gelenekten
Cagdasa” sergisi icin, ‘dekoratif olan
sorunsallastiran ve geleneksel siislemenin
simdiki zamandaki olasiliklarim
aralayan” bir duvar resmi yapmistiniz.
Bu proje baglaminda geleneksel

iiretim bigimlerini ¢agdas sanata nasil
doniistiirdiiniiz?

EY: Dekorasyondan korkmamay1
Henri Matisse’ten 6grendim, cesaretle
tizerine gidiyorum. Tabi bir de ¢agdas
uzantisi Frank Stella var. Islerime
dekoratif dendiginde 6vgii olarak
aliyorum. Bu proje kapsaminda on
adet kol diigmesi tasarladim. Sonugta
ortaya ¢ikan iriin, bir tasarim

driini. Yani sadece bakilacak degil,
ayni zamanda kullanima yonelik,
fonksiyonel objeler ama yine de
sanatsal degeri olan driinler. Bu
benim de 6grenmeye calistigim

bir siireq. Wiener Werkstatteyi iyi
arastirdim ve oradaki sanatgilarin taki
ve mobilya tasarimlarini inceledim.
Her ne kadar kullanima yénelik de

olsa, yine de sanatgilarin fikirlerini,

felsefesini yansitan iiriinler. Iste tam

da bu nedenle degerliler. Benim de bu
projedeki yaklasimim, bu tip 6rnekleri
g6z ard1 etmiyor. Buradan bir ders
alarak ilerlemek istiyorum.

MY: Calismalarinizda rengin olduk¢a
onemli oldugunu biliyorum. Bu projede
kullandigimz renkleri nasil belirlediniz?
EY: Sanatsal ¢calismalarima
basladigimdan beri bir dil olugturmay1
ve bu dille konugsabilmeyi hedefledim.
Bu motifler benim igin bir alfabe. O dil
olustuktan sonra resim fikri olusuyor
ve renkler de birer konu olarak giriyor
resmin icine. Kullandigim her rengin
bir ad1 var. Ornegin Venedik kirmizist
veya limon yesili. Bu proje i¢in benim
de iglerimde siklikla kullandigim
giimiis ve sedef malzemesinin kendi
rengini kullanryoruz. Sedef benim igin
yeni bir malzeme ve yeni alternatifler
sunuyor.

MY: Kol diigmelerine nasil karar
verdiniz?

EY: Aslinda ilk 6nerim sedef islemeli
ahsap bir tiitiin kutusu yapmakt: ama
biitce nedeniyle daha yalin bir tasarima
yoneldik. Titiin kutusundan vazgegmis
degilim. Kol diigmeleri, sedef ve elbette
Fatma ile tanigmam i¢in ¢ok iyi bir
baslangi¢ oldu. Bundan sonraki siiregte
Fatma ile birlikte bir tiitiin kutusu
yapabiliriz. Isbirligimiz devam edecek
gibi goriiniiyor.

MY: Zanaatkarlarin, tiretecekleri isle
ilgili genis bir kiiltiirii oluyor. Bu kiiltiir
kusaktan kusaga gecerek benzer ve yakin
bicimlerin ortaya ¢ikmast ile sonuglaniyor.
Buna, bir tiir deneme, yanilma, diizeltme
yontemi diyebiliriz. Bu projede sizin
zanaatkdr ile olan etkilesiminiz bu birlikte
iiretim stirecini nasil sekillendirdi?

EY: Fatma ile ilk bulusmamiz, onun
atolyesindeydi. Fatma'nin neler
yaptigini, malzemenin tam olarak

ne oldugunu ve hangi olasiliklarin
miimkiin olabilecegini inceledim.
Sedef uygulamalar genellikle ahsap

bir yiizeyin oyulup, bu oyuklarin

icine sedefin yerlestirilmesiyle oluyor.
Atolyeye gitmeden dnce sedef ile
bagka nelerin miimkiin olabilecegini
sorgulamaya baglamistim. Nitekim
Fatma'nin atolyesine gittikten sonra
sedefin gesitli malzemeler ile kombine
edilebilecegini gordiim. Atolye ziyareti
bu anlamda ¢ok 6nemliydi. Giimiis
kullanma fikri de burada aklima geldi.
Ben resimlerimde glimiisii renk degil
de, bir malzeme oldugu i¢in kullanmay1
tercih ediyorum, her renk ile birlikte
kullanilabiliyor. Benim i¢in giimiis,
aslinda renk olmayan miikemmel bir
renk. Fatma da bu malzemeyi siklikla
kullaniyor. Bu bizim i¢in bir ortak
payda oldu, diyebilirim. Bir sonraki
bulusmamiz da benim at6lyemde oldu.
O zamana kadar iglerimi sadece iki
boyutlu olarak gormiistii. Atélyeme
gelince, resmin ylizeysel bir sey
olmadigini, boyanin kendisinin de

elle tutulabilir bir malzeme oldugunu
gordii. Aslinda bos tuvalden baslay1p,
desenlerin olusturulmasi, kontiirlerin
¢izilmesi ve fir¢a darbelerine kadar
olduk¢a benzer islemler kullaniyoruz.
Bu siiregleri gordiigli zaman beni
daha iyi anladigini diistiniiyorum.
Boylece ortaya ¢ikan eserin tasarlanma
ve imal edilme sathalarin1 bir biitiin
halinde getirmeyi denedik. Geleneksel
malzemelerin olanaklar: cogunlukla
zanaatkarlarin yorumlariyla siirl
kaliyor. Jeff Koons'un Bavyera
eyaletinin bir kéytindeki en usta ahgap
ustasini bulup yaptirdig: heykellerin
ilgingligi, kaliteli el is¢iligini kendi
fikirleri ile birlestirmesinden
kaynaklaniyor. Bu projede, geleneksel
bir malzemeyi alisilagelmis yontemler
disinda kullanmay1 denemek

heyecanlandiriyor beni.

I'm working on a project where I haven't
mastered the technique, and I'm curious
about the outcome myself.

MY: Had you done any research on the
work of Ms. Ayran, the craftsperson
you worked with, or about nacre as a
material?

EY: I'm rather a timid artist, not very
open to research and new techniques.
While shaping my work, I try and stay
away from contemporary technological
advancements. So I haven't really done
much research on this. I don’t want to
limit my ability to think freely. I take notes
while working on my ideas, maybe sketch
a few things, but I never completely pre-
design something. This helps me decide
whether ideas are just a whim or actually
solid.

MY: In “From Traditional to
Contemporary, a past exhibition

at Istanbul Modern, you produced

a mural that, as you put it,
“problematized the decorative and
explored the contemporary possibilities
of traditional wall ornamentation.”
How did you transfer traditional
decorative crafts to contemporary art
on this project?

EY: I learned from Henri Matisse not to
be scared of decoration; I boldly press on
with it. Of course there’s the contemporary
representative, Frank Stella. I take it as

a compliment when my works are called
decorative. For this project I designed

ten cufflinks. The result is a design work.
So theyre not just for viewing, but are
actually practical, useful objects that also
have artistic value. I'm trying to learn
this process. I carefully studied Wiener
Werkstdtte and the jewelry and furniture
designs of related artists. Even if they

are objects meant for everyday use, they
still reflect the ideas and viewpoints of
the artists. In fact that is why they are so
valuable. My approach to this project is
to be mindful of such examples. I want to
move forward, having learned something

here.

MY: 1 know that color is an important
part of your work. How did you decide
what colors to use on this project?

EY: Ever since I've done artistic work, I've
aimed to create a language and to be able
to communicate through it. These themes
are an alphabet for me. Once the language
is formed, the idea for a picture matures,
and colors fill in as subjects, one by one.
Every color I use has a name. Venetian
red, for instance, or lemon green. For this
project were using silver and nacre colors,
which I use frequently in my works. Nacre
is a new material for me, and it offers new
possibilities.

MY: How did you decide on cufflinks?
EY: Actually my first suggestion was to
make a nacre-inlaid wooden tobacco box,
but we had to settle for a simpler object
due to our limited budget. I've not yet
given up on the tobacco box. The cufflinks
were a great introduction to nacre, and

of course to Ms. Ayran. I could go on to
make a tobacco box with her in the future.
Our collaboration seems set to go forward.
MY: Craftspeople tend to have a wide
background regarding the products
they work on. This background usually
passes on through the generations and
results in the appearance of similar

and familiar forms. We could call this

a trial, error, and alteration method.
During this project, how did your
interaction with the craftsperson affect
this co-production process?

EY: My first meeting with Ms. Ayran was
in her workshop. I observed what she did,
what exactly the material was, and what
the possibilities would be. Nacre works

are usually made by carving wood, then
inlaying the sockets with the cut material.
Id already started to think about what else
could be done with nacre before I visited
the workshop. Indeed, I saw there that
nacre could be combined with a variety of
other materials. The workshop visit was
very important in this sense. That’s where
I came up with the idea of using silver.

In my paintings, I like to use silver not so

much as a color but as a material. It tends
to go well with all colors. For me, silver is
a noncolor that is also the perfect color.
Ms. Ayran also uses it often, so I could say
it became common ground between us.
Our next meeting was in my studio. Up to
that point she had only seen my work in
two-dimensional reproductions. She saw
in my studio that paintings weren’t only
surface, but that paint itself is a tangible
material. I think she understood me much
better once she saw how the process of
starting with a blank canvas, followed

by the drawing of contours, and finally
the actual brushstrokes was in fact quite
similar to her working routine. We tried
unifying the design and production of

the pieces as a single process. Traditional
materials are usually limited by the
working practices of craftspeople. What
makes Jeff Koonss wooden sculptures—
which he had carved by the best carpenter
in a Bavarian village—so interesting is the
marriage between quality handcraft and
his own ideas. It excites me in this project
to be using a traditional material in a

nontraditional usage scenario.
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Merve Yiicel: Sedefkirliga ne zaman,
nasil ve neden basladiniz?

Fatma Ayran: Sedefkarliga
basladigimda on dort yasgindaydim.
Biz bu semtte, Kiigiik Ayasofyada
oturuyoruz. $imdi sayilar azaldi

ama eskiden her evin alt katinda
tezhip, hat veya ebru ile ugrasan
sanatgilarin atélyeleri vardi. Dokuz
yasinda Miizehhibe Hatice Aksu
yaninda ¢irakliga basladim. Hem
tezhip, hat, ¢ini sanatlarini 6grendim
hem de at6lyenin ayak islerini yaptim.
Ustamla birlikte Kiiltiir Bakanligrnin
etkinliklerine katiliyorduk. Bu
fuarlarda gordiikge, sedefkarlik
sanatina ilgi duymaya basladim. Beni
daha sonradan yetistirecek olan sedef
ustasina gittim, Ahmet Sezen. Ona da
kendimi kabul ettirmem uzun zaman
aldi. Once “sen hanimsin, olmaz”
dedi. Bu isi yapan kadin yoktu. Sonra
desenlerimi begendigi i¢in denemeyi
kabul etti.

MY: Ustalik mertebesine ulasmaniz ne
kadar siirdii?

FA: Once girakliga kabul edilmek
icin ufak bir is yaparsiniz. Ustaniz
size giivenip giivenemeyecegini anlar.
Benim ¢iraklik isim ufak bir kutuydu.
Usta cirak iligkisi bir kurs ortami

gibi degildir. Ben haftanin yedi giini,
sabah sekizde atolyeye girip aksam on
birden, on ikiden 6nce ¢ikmiyordum.
Bu nedenle daha hizli 6greniyordum.
On alt1 yasimda kalfalik isimi yaptim:
bir kemenge. Ug, dért ayda bitirdim.
Ustaniz kalfalik isine hi¢ karigmaz.
Bu iste tek basiniza kaldiginizda
basarabileceginizi ispatlamalisiniz.
Kalfalik isini tamamladiktan bir siire
sonra ustalik eserime basladim. Bir
aynayd1. Ug sene siirdii tamamlamam.
Bir yandan atdlyenin islerini ylirtitmeye
devam ediyordum. Giindiiz ustamin
islerine bakiyor, geceleri aynami
yapiyordum. ki sene sadece desenlerini
¢izmeye ugrastim. Sedefkarlik diger

sanatlara benzemez. Diger sanatlarda

hocalar icazet veriyor 6grencilerine,
iki ti¢ sene i¢inde 6grenip kendi
atolyelerini agiyorlar. Bizde ustaniz her
asamanizi dikkatle takip eder ki, ileride
siz kendi atdlyenizi a¢tiginizda ustaniz
goniil rahatligryla adin1 kullanmaniza
izin versin.

MY: Bu kadar uzun mu siiriiyor desen
¢izmek?

FA: Once bir kagida ¢izilmesi
gerekiyor; sonra aynisini sedefin
tizerine yapistirip, tek tek parcalar
halinde numaralandirarak kesiyoruz.
Bir yiiziiglin desenini tamamlamak
bile en az iki saat alir. Sedef parcalar:
biiyiik olmaz. Ciinkii sedef midyedir,
dogadan yamuk olarak ¢ikartilir.
Ondan bir diizlem elde etmek kolay
degildir. O ylizden deseni yapboz

gibi parcalayip numaralandirarak
sedeflerin tizerine yapistirir, sonra

da kil testere ile keseriz. Parcalari
kestikten sonra zimparalayarak her
ytzeyini ayni kalinliga getiririz.
Kakma teknigi kullandigimizda sedefi
kestigimiz kalinlikta ahsabi oyariz.
Milimetrik yerlesmesi gerekir, ahsabin
kenarlarinda bosluk birakilmaz. Sonra
sedefleri tizerine yerlestirip zimparasini
yapariz.

MY: Ustalik eserinizi tamamladiktan
sonra ne oldu?

FA: Ustalik eserimi bitirdikten

sonra ustamin yanindan ayrildim.
Siileymaniye Camii’nin restorasyonu
icin ¢aligmaya basladim. Kapilarin
tizerindeki sedef islemelerini yaptim,
fildisi islemeleri vardi, onlarin kesim
isini, kakma kisimlarini yaptim. Bir
sene kadar kendi evimde ¢alistim. Su
an bu atolyenin oldugu yerde baska
bir sanat¢1 vardi. Kigtikligiimden
bu yana buradaki hocaya da
soyliityordum, “ileride ¢ikaracagim
seni buradan, yerine ben gececegim”
diye. Giilityorduk. Sonra bana kismet
oldu, buraya atélyemi agtim alt1 yil

once.
MY: Bu civarda baska sedef ustast var mi?

Merve Yiicel: When, how, and why
did you start working with nacre?
Fatma Ayran: I started at

age fourteen. We live here, in the
neighborhood of Kiiciik Ayasofya. In the
past, the ground floors of most blocks
around here were gilding, calligraphy,

or marbling workshops. Now there are
very few of them. At nine I became an
apprentice to Ms. Hatice Aksu, the gilder.
I learned about gilding, calligraphy, and
tilework while running errands for her
workshop. My master and I attended
fairs organized by the Turkish Ministry of
Culture. Those fairs got me interested in
nacre. I went to see Mr. Ahmet Sezen, who
would later become my nacre master. It
took me a long time to get him to agree to
take me in. He first said, “No way, you are
a woman.” There were no women in the
trade back then. Later he agreed to have
me as an apprentice because he liked my
design patterns.

MY: How long did it take you to
become a master?

FA: You are asked to make a small piece
if you want to become an apprentice.
This shows the master whether you are
trustworthy or not. My first piece as

an apprentice was a tiny little box. The
relationship between a master and an
apprentice is nothing like what goes on
in today’s crafts courses. I used to go to
the workshop seven days a week and
work from 8 a.m. until 11 p.m. or even
midnight. This way I learned faster.

My first piece as a journeyman came

at sixteen; it was a kemenge, a type of
stringed bowed musical instrument. It
took me three, maybe four months to
complete it. Masters never get involved
in a journeyman’s piece. The aim is to
prove to your master that you can do
independent work successfully. When
that was finished I started working on
my masterpiece. It was a mirror. It took
three years to complete. I ran errands for
the workshop as well. I used to help the

master during the day and work on my

mirror at night. The first two years were
spent just sketching. Working with nacre
is like nothing else. In other branches of
crafts it takes students two to three years
to learn the trade. Then they ask for their
master’s permission to start their own
workshop and there it is. In our trade the
master monitors each stage of your work
very closely so that he or she can lend

you their name when you start your own
workshop.

MY: Does sketching take long?

FA: First you draw your pattern on paper.
Then you attach the paper onto the nacre,
number the pieces, and start cutting. It
takes at least two hours to do the patterns
on a ring. Nacre does not come in large
pieces because it is basically a shell. Being
naturally crooked, it requires hard work to
make a flat surface. This is why you have
to divide the paper into pieces, number
each piece, and finally cut with a fretsaw.
After the fretsaw stage, sanding is required
to make sure that all the surfaces are
equal in thickness. For inlaying you need
to carve the wood to the exact thickness of
the nacre. It must fit perfectly. There must
not be any gaps on the sides. Once the
nacre is fitted it needs to be sanded.

MY: What happened after you
completed your masterpiece?

FA: I left my master’s workshop to

take part in restoration work for the
Siileymaniye Mosque. I did the nacre
work on the doors and some cutting and
marquetry work for ivory engravings.
After that I worked from home for a

year or so. As a child I used to say to the
previous owner of this workshop, “I'm
going to have you out of here. I'll be the
new you in the future” We used to laugh
about it. In the end it was that way; I was
lucky enough to set up my own workshop
here.

MY: Are there any other nacre masters
around here?

FA: Master Ahmet Sezer has his
workshop inside the medrese. He mostly

does restoration work. He uses his
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FA: Ahmet Sezer ustam var,
medresenin icinde onun atélyesi.

Ama o daha ¢ok restorasyon isleriyle
ugrasiyor. Burayi biraz magaza gibi
kullaniyor. Aslinda keske daha fazla
sedefkar olsa. Mesela yukarida Arasta
Pazarrnda kirka yakin kilimci var.
Hepsi de is yapabiliyor. Bir sanati

icra edenler ne kadar ¢ok olursa o
sanat o kadar ¢ok taninir. Bu sanatin
unutulmasini engellemek i¢in, sizin

de ustanizdan 6grendiginizi bagkasina
ogretmeniz gerekir. Ben de simdiye
kadar iki bayana 6grettim bu sanati.
Biri tam anlamryla yapiyor, digeri daha
ziyade hobi olarak ugrasiyor.

MY: Hammaddeyi kolay bulabiliyor
musunuz?

FA: Sedef, kemik, bag gibi tiim
hammaddeler yurtdisindan geliyor.
Daha ¢ok sicak denizlerde bulunuyor.
Sedef aslinda istiridye kabugudur,
incinin anasi diye bilinir. Malzemeyi bir
kisi getiriyor bana. Senede bir veya iki
kere toptan aliyorum, ¢iinkii bir daha
ne zaman, ne getirecegi belli olmuyor.
Siparis tizerine malzeme getirmiyor.
MY: Birlikte ¢alistiginiz baska
zanaatkarlar var mi?

FA: Sedef sanat1 bir¢ok farkli sanat

ile birlikte icra edilir. Sedefi aldiniz
direk kabugunu keseyim diyemezsiniz.
Once kakma yapacaginiz ahgap yiizeyi
belirli bir kalinlikta oyarsiniz. Bir isin
sizden sonraki nesillere de kalmasi
icin de gomalak cilas1 yapmalisiniz.
Gergek bir gomalak cilasinin yapimi
en az iki ay siirer mesela. Bunlar da
marangozluk bilgisi gerektirir veya

bir marangozla birlikte ¢alisirsiniz.

Bir aynanin tizerine rumi veya hatai
bir desen isleyecekseniz, bu desen

ya bir tezhip sanatkarinin elinden
¢ikmali ya da siz tezhip egitimi
almalisiniz. Desenlerin kurallar: vardir.
O tezhibi bozmadan, kuralina gére
islemeniz gerekir. Yoksa eserin ruhunu
kaybedersiniz. Dolayisiyla ben bagka

zanaatlarin bilgisine de sahibim, ama

daha karmagik bir is oldugu zaman
yardim alryorum.

MY: Sedef ve kemik gibi geleneksel bir
malzemeleri daha modern desenlerle
tekrar yorumlamay: deniyor musunuz
hig?

FA: Diger tezhip sanat¢ilarina kiyasla
daha modern desenler ¢aligan bir
tezhip hocam vardi, Miinevver Uger.
Islam Eserleri Miizesi'nde bir resim
sergisi olmustu. O sergideki eserlerden
on tanesini takiya dontstiirdiik.
Hepsi olduk¢a modern yorumlardi.
Birkag sene dnce Bugatti arabalarinin
tasarimcisi Istanbul’a tatile gelmisti.
Buradan gecerken benim diikkanima
ugradi ve iki kolye ald1. Sedef i¢ligimi
¢ok begenmis, bir is teklif etti ben

de kabul ettim. Tiirk¢e de bilmedigi
i¢in bir terctiman araciligiyla iletisgim
kuruyoruz. $imdiye kadar altin, bag
ve sedef malzemelerini kullanarak

ti¢ farkli caligma yaptim onlar i¢in.
Parcalarini burada ben hazirladim,
direksiyona, jantlara ve anahtarliklara
yerlestirme isini onlar yapti. Hepsi de
olduk¢a modern yorumlardi. ilki bir
lotus cicegi deseniydi mesela. $imdi
yine bir ¢alisma yapiyoruz onlarla
beraber.

MY: Genellikle nasil iiriinler iizerinde
galisiyorsunuz?

FA: Sedef sanatinda sinir yok.
Cogunlukla ahsaba isliyorum ama
aslinda istenen her malzemeye

isleme yapilabilir. Telefon kilif bile
yapilabilir. Geleneksel eserlerin
alicis1 artik azaldy, bu tiir eserleri
koleksiyonerler aliyor sadece. Bu
sanati devam ettirmek istiyorsaniz siz
de ¢aga ayak uydurup eserleri biraz
daha modernlestirmelisiniz. Ben
miisterilerin istekleri dogrultusunda
caligmalar da yapryorum. Kisiye 6zel
tasarimlar da yapryorum.

MY: Ekrem Yalgindag ile birlikte
iirettiginiz kol diigmelerinden biraz
bahsedebilir miyiz? Nasil ortaya ¢ikti bu

tirtinler?

FA: Ekrem Bey’in farkli desenlerini
kirmizi, beyaz, siyah renkteki sedef
malzemeleri kullanarak isledik. Bu
desenlerin ¢ergevelerini de giimis ile
yapiyoruz. Birkag prototip yaptiktan
sonra hangi desenlerin uygun olduguna
karar verdik.

MY: Ekrem Bey'in atolyesini ziyaret
ettiginizde ne diisiindiiniiz?

FA: Atolyede tablolarin yapim
agamasini, eserin nasil baslayip,

hangi siire¢lerden gegtigini gérdiim.
Bitmis tabloda detaylar1 anlamak
kolay olmuyor. Ekrem Bey’in ¢alisma
teknikleri ile benimki ¢ok benziyor.
Once bos bir tuvale tahrir ¢ekiyor,
sonra i¢ini renklerle dolduruyor. Ben
de 6nce deseni ¢iziyorum sonra sedefi
keserek sekil verip, kestigim bosluklara
yerlestiriyorum. Bu proje i¢in de
renkler yerine sedefi kullaniyoruz. Bu
benzerlikleri gormek, Ekrem Bey’in
desenlerini kol diigmelerinde daha iyi

aktarmami sagladi.

workshop more like a store. I wish there
were more nacre craftspeople. For example
there are forty or so rug weavers in the
Arasta Bazaar just up the hill. They all get
work. The more people there are practicing
a craft, the more people will learn about it.
If you want crafts to survive you need to
teach others what your master has taught
you. So far I have taught two women. One
of them currently practices the trade as a
full-time job and the other one took it up
as a hobby.

MY: Is it easy to find raw materials?
FA: All raw materials, including nacre,
bone, and tortoiseshell, come from
abroad. They are mostly found in warm
seas. The nacre is basically a clamshell. It
is also known as mother of pearl. I have

a supplier but once or twice a year I have
to buy in bulk because I never know what
raw material my supplier is going to have
and when. He does not supply to order.
MY: Do you work with other
craftspeople?

FA: Nacre goes hand in hand with a
number of branches of crafts. You cannot
say, “Good, now that I have the nacre

I'll start by cutting the shell.” You need to
first carve the wooden surface to a certain
thickness for the inlay. If you want your
work to last through future generations
you must not skip the French varnish
phase. When done properly this should
take at least two months. All of this
requires carpentry knowhow. If you do
not possess that, you have to work with

a carpenter. If you are going to engrave a
rumi or hatai pattern on a mirror, either
you will study gilding, or that pattern will
need to come from a design or a gilding
craftsperson. Patterns follow rules; you
need to follow the rules and not break the
pattern. Otherwise the soul of your work
will be lost. I know about other crafts, but
I receive help when I do complicated work.
MY: Do you ever attempt to reinterpret
traditional materials such as nacre or

bone with modern patterns?
FA: I worked with Ms. Miinevver Uger,

the gilding master. Her patterns were
more modern compared to other gilding
craftspeople. She had an exhibition at

the Museum of Turkish and Islamic Arts
in Istanbul. We took ten of her displayed
pieces and turned them into jewelry.

They were all modern interpretations. A
couple of years ago Bugatti’s car designer
came to Turkey. He came to my workshop
and bought two necklaces. He was very
impressed with my nacre work. He
offered to work together and I agreed.

We communicate through an interpreter
because he does not speak Turkish. So
far I have made three pieces for them
using gold, tortoiseshell, and nacre. I
worked the pieces here, and they were
mounted on steering wheels, rims, and key
rings overseas. Again, they were all very
modern interpretations. For example, the
first one I did was a lotus flower pattern.
Currently we are working on another
piece.

MY: What kinds of pieces do you make
in general?

FA: There are no limits in working the
nacre. I generally work on wood, but

any material can be used. You can even
make mobile phone cases. Fewer people
buy traditional pieces these days; only
collectors. Both you and your work have
to modernize if you want your trade

to survive. I also work to my clients’
demands and produce custom designs.
MY: Can we talk about the cuff links
you made with Mr. Ekrem Yal¢cindag?
How did they come about?

FA: We used red, white, and black nacre
on Mr. Yalgcindag’s various patterns. We
used silver to frame the patterns. We
produced a couple of prototypes before we
decided on which patterns to use.

MY: What did you think when you
visited Mr. Yalgindag’s workshop?

FA: I saw how the paintings were made.
I saw how he starts working on a painting
and what stages it goes through. It is not
that easy to spot all the fine details when

you see a completed painting.

Mr. Yalgindag's method is very similar to
mine. He draws the outline on a blank
canvas first, and then fills it in with
color. I first draw my pattern, then I cut
and shape the nacre and place it in the
holes I make. In this project we used
nacre instead of color. Seeing all these
similarities allowed me to transfer Mr.
Yalcindag’s patterns onto the cuff links
with a better understanding of his style.
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Ekrem Yal¢indag
Ressam Painter

1985-1993 yillar1 arasinda [zmir Dokuz Eyliil Universitesi Giizel Sanatlar Fakiiltesinde
lisans ve yiiksek lisans egitimi alan Ekrem Yal¢indag, 1994-1999da Frankfurt
Stadelschulede Profesér Hermann Nitsch ile ¢aligti. 2001'de Schloss Balmoral, Bad
Ems, Misafir Sanat¢i Programi Bursu'nu, 2003’te Villa Waldberta, Miinih, Misafir
Sanat¢t Programi Bursu'nu kazandi. Berlin, Miinih, Istanbul ve Diisseldorf’un
aralarinda yer aldig1 pek ¢ok kentin baslica galerileri tarafindan sergileri diizenlendi.
Geleneksel sanatlardaki motif ve siisleme anlayisini ¢agdas bir dille yorumlayarak
Islam siisleme geleneginin matematiksel diizen ve geometri ile olan iliskisine de vurgu

yapan sanatg1, caligmalarini Almanya ve Istanbulda siirdiiriiyor.

Ekrem Yalgindag completed his undergraduate and graduate studies at Izmir Dokuz Eyliil
University’s Faculty of Fine Arts between 1985 and 1993. From 1994 to 1999 he studied
under Professor Hermann Nitsch at the Frankfurt Stidelschule. He was awarded the Schloss
Balmoral visiting artist grant in Bad Ems in 2001, and the Villa Waldberta visiting artist
grant in Munich in 2003. His work has been featured at prominent galleries in many cities,
including Berlin, Munich, Istanbul, and Diisseldorf. Offering a modern take on patterns and
ornaments used in traditional arts, Yalgindag emphasizes the relationship between Islamic
ornamentation and geometric and mathematical structures. He lives and works in Germany

and Istanbul.

Fatma Ayran
Sedefkar Nacre Craftsperson

Yirmi dort yaginda bir sedef ustasi olan Fatma Ayran, Kayseride dogdu. Meslek
hayatina tezhip, hat ve ¢ini sanatlarini 6grenerek baslayan Ayran on dort yasinda
sedefkdr Ahmet Sezen’in yaninda ciraklik yaparak sedef zanaatini 6grenmeye basladi.
Ayasofyave Silleymaniye Camileri kapsamindaki sayisiz restorasyon projelerinde gorev
alan Ayran, 2010 yilinda Kii¢iik Ayasofya, Istanbulda kendi atélyesini acti. Istanbul
Ticaret Odas1 ve Uskiidar Katibim El Sanatlarr'nda cesitli sergiler agan zanaatkar,
Eser-i Istanbul tarzinda calisan nadir sanatgilar arasinda olup, bu daldaki tek kadin
sanat¢idir. Sedefin yani sira glimiis, inci, giil agaci, abanoz agaci kemik ve boynuz gibi

dogal malzemeleri de kullanan Ayran, ¢alismalarini atolyesinde siirdiiriiyor.

Born in Kayseri in 1992, Fatma Ayran started her career learning the crafts of manuscript
illumination, calligraphy, and tile making. She started apprenticing for the master nacre
worker Ahmet Sezen at the age of fourteen. She has worked on numerous restoration
projects at the Hagia Sophia and Siileymaniye Mosques, and opened her own workshop
in the Istanbul neighborhood of Kiigiik Ayasofya in 2010. She has displayed her work at
the Istanbul Chamber of Commerce and at the Uskiidar Katibim Handcraft Center. She is
one of very few craftspeople, and the only woman, practicing the Eser-i Istanbul style. In
addition to nacre, Ayran uses silver, pearls, rosewood, ebony, bone, and horn in the works

she continues to produce in her workshop.

Videoyu seyretmek igin liitfen tiklayin.

Please click for video.
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Kol Diigmesi

Fonksiyon: Kol diigmesi
Renk Segenekleri: Beyaz, siyah
Olgiiler: 20 x 20 mm, 20 x 10 mm
Malzeme: Sedef, glimis
El yapimi

Function: Cufflinks
Colors: White, black
Dimensions: 20 x 20 mm, 20 x 10 mm

Material: Nacre, silver
Handcrafted

Cufflinks
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VERDIKLERI DESTEK ICIN TESEKKUR EDER.

ISTANBUL MODERN THANKS ITS GOLD MEMBERS FOR THEIR GENEROUS

SUPPORT OF MODERN AND CONTEMPORARY ART.

RUHi AKCAY
HUSNU AKHAN
PELIN AKIN

GOZDE AKPINAR
CAGLA AKSOY
ERDEM AKUN
TURGAY ARTAM
CENK ASCIOGLU
BURGCIN BARLAS
SEVIL BASMACI
SELIN BOZKURT
NERIMAN CALISKAN
OZDEN CETIN
BILGE COLAKOGLU
DEVRIM GUBUKGU
ALi ARMAGAN DALOGLU
HALDUN DOSTOGLU
OKTAY DURAN
HALIT ERGENG

EGE ERIM

HAKAN ERTAG
NESRIN ESIRTGEN
SARP EVLIYAGIL
OSKAR FUCHS
GOKHAN GUNDOGDU
RABIA GURELI

AZiZ KARADENiZ
DOGAN KARADENIz
SERAP KAYHAN

NAZLI KEGiLi

ONER KOCABEYOGLU
ELIF DILA KONUKOGLU
BERGUZAR KOREL
SABIHA KURTULMUS
FERIT MERICTEN

iLHAN MOLU

SULEYMAN ORAKCIOGLU
NiNA OGER

ELMAS OZLER

ONDER OZTARHAN
KEMAL SERVi

LEYLA TARA SUYABATMAZ
MURAT ARIF SUYABATMAZ
TURKAN OZiLHAN TACIR
FATIH TAMINCE
MUSTAFA TAVILOGLU
PINAR TOPCUOGLU
HASAN ULUSOY

ZAFER YILDIRIM

ENVER YUCEL

MOizZ ZiLBERMAN




ISTANBUL MODERN,

2010 CUMHURBASKANLIGI
KULTUR VE SANAT
BUYUK 6DULU VE

2009 AVRUPA MUZELER FORUMU
&ZEL 6DULU SAHIBIDIR.

ISTANBUL MODERN IS THE RECIPIENT
OF THE PRESIDENT’S CULTURE AND
ART GRAND AWARD FOR 2010 AND
A SPECIAL COMMENDATION FROM

THE EUROPEAN MUSEUM FORUM
IN 2009.
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