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CRAFT IN CONTEMPORARY PRODUCT DESIGN: A STUDY IN THE
CONTEXT OF TURKEY

SUMMARY

The concept of craft has long been a matter of discussion both for scholars and for
practitioners; and its position in systems of production have evolved within various
social, cultural and economic contexts. Craft’s significance with respect to product
design has also acquired different meanings depending on the dynamics of these
contexts together with the developments in technology and new manufacturing
options.

Contemporary times are identified by rapid change and interaction between cultures
depicted under the title of globalization. Technology offers previously unimaginable
opportunities for the creative mind and industrial production has transferred craft
from a necessity to a choice. Within this order, this study aims at providing a
conceptual scheme around craft, which clarifies its position in the context of
contemporary product design.

This aim is attained first by conducting a literature review on the historical positions
of art, craft, technology, industry and design to identify the background for the
analysis of the contemporary scheme. This background is used as a guide in defining
certain areas of discussion for the qualitative research to be conducted.

A literature research on the craft tradition in Turkey and craft’s position in the
development of industrial design in Turkey is later conducted to provide a
background for the evaluation of the qualitative research, as the research has been
carried out in Turkey and the participants are all living and working within the
Turkish context.

The qualitative research part of the study is based on interviews conducted with
fourteen interviewees who are chosen among people who are either practically
working as designers or who have theoretical work concerning design and craft in
particular. The interview results are then analyzed to obtain a conceptual mapping of
the discussions around craft in the context of product design.

It should also be noted that craft in this study is not being taken in a narrow
definition based on hand manufacturing, but as a dynamic concept, which adapts to
changing conditions or each era.
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CAGDAS URUN TASARIMINDA ZANAAT: TURKIYE BAGLAMINDA BiR
CALISMA

OZET

Zanaat kavrami uzun zamandir hem arastirmacilar hem pratik {iretimde calisanlar
igin bir tartisma konusu olmustur; ve {iretim sistemleri i¢indeki konumu cesitli
sosyal, kiiltiirel ve ekonomik baglamlarda farklilik gostermistir. Zanaatin {iriin
tasarimi i¢in anlami da bu baglamlarin dinamikleriyle birlikte, teknoloji ve tiretim
yontemlerindeki gelismelere bagh olarak farkliklik géstermistir.

Gilintimiiz kosullan kiiresellesme baslig1 altinda hizli bir degisim ve kiiltiirler arasi
etkilesimle tanimlanmaktadir. Teknoloji yaratici akla daha once miimkiin olmayan
imkanlar sunmaktadir ve endiistriyel iiretim zanaati1 bir gereklilikten bir secenege
doniistiirmiistiir. Bu kosullarda bu calisma, zanaatin iiriin tasarimi baglamindaki
konumunu agikliga kavusyurmak i¢in bir sema olusturmay1 amaglar.

Bu amagc dahilinde, 6nce mevcut zamanin analizi i¢in bir arka plan belirlemek iizere
sanat, zanaat, teknoloji, endiistri ve tasarimin tarihsel konumlar iizerine bir kaynak
taramas1 yapilmistir. Bu arka plan, gerceklestirilecek nitel arastirma igin belirli
tartisma alanlar1 belirlemek {izere bir kilavuz olarak kullanilmistir.

Daha sonra nitel aragtirmanmn degerlendirilmesi igin bir arkaplan olusturmak
amaciyla Tiirkiye’deki zanaat gelenegi ve Tiirkiye’de tasarimin gelisiminde zanaatin
konumu {izerine bir kaynak taramasit yapilmistir, clinkii arastirma Tirkiye’de
gerceklestirilmistir ve katilimcilar Tiirkiye baglaminda yagamakta ve ¢aligmaktadir.

Bu caligmanin nitel aragtirma kismi on dort katilimciyla yapilan roportajlar: temel
alir. Katilimcilar ya pratikte tasarimei olarak ¢alisan ya da 6zellikle zanat ve tasarim
iizerine teorik caligmalar1 bulunan insanlar arasindan se¢ilmistir. Daha sonra roportaj
sonuglari, iiriin tasarimi baglaminda zanaatin kavramsal haritasini ¢ikartmak iizere
analiz edilmistir.

Ayrica belirtilmelidir ki, bu calismada ele aliman zanaat kavram el iiretimini temel
alan bir tanimla sinirlandirilmamigtir. Burada ele alinan zanaat farkli devirlerin
kosullarina uyum saglayan dinamik bir kavramdir.
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1. INTRODUCTION

1.1 Aims of the study

The aim of this study is to re-consider the concept of craft within a wide framework,
not limited by its conventional definitions, specifying its position within different
historical circumstances in order to shed light onto its position within contemporary
product design. This study thereby aims at providing a conceptual scheme structured
around craft in the context of contemporary product design. Establishing the
outcomes from discussions with practitioners and theoreticians of Turkish design, a
specific emphasis is made on clarifying any peculiarities on the issue of craft and

product design in the context of Turkey.

It should be noted that by product design is meant not only design for the industrial
production of three-dimensional utility objects, but also various disciplines including
the factor of creativity in transforming materials into objects of use, either functional
or aesthetic. In this sense, product design in this study includes design of electronic
products, furniture, accessories, etc., as well as fashion design, jewellery design or
one-off productions that play at the border of art and design. It does not include

graphic or any other two-dimensional media.
This study thereby aims:
e to gain an understanding of craft as a concept;
e to trace the evolution of craft within different socio-economic contexts;

e to explore the position of craft with respect to art, industry and technology
and assess these as a background for exploring craft’s position with respect to

design;
e to provide an insight into the craft tradition in Turkey;

e to explore the discourse on craft within the theory and practice of

contemporary product design.



e to define a conceptual domain around craft, which needs to be taken into

account when evaluating craft in the context of product design.

1.2 Justification of the Study

The present literature on craft has mainly evaluated the concept within dualities, in
relation to its similarities and oppositions within other disciplines and categories;
including design vs. craft, machine-made vs. hand-made, mass-market vs. luxury-
market , urban vs. rural , innovative vs. traditional, sophisticated vs. vernacular and
male vs. female (Dormer, 1997). The discussions have mainly centered on craft’s
relationship with art and design, searching for concrete definitions and distinctions

between the three.

As stated by Dormer (1997), the separation of craft from art and design in the late
twentieth century, has lead to the separation of “having ideas “from “making
objects”. It has also lead to the idea that there exists a mental attribute known as
“creativity” that precedes or can be divorced from knowledge of how to make things.
However, design, which is not to be thought of just as an abstract creation process,
entails the process of actual making starting from the conceptual sketch models,
going through the realization of the prototypes and the final product. Although, today
much of the work attributed to the craftsman has been taken over by machine and
computer technology, it would not be wise to believe design has been stripped of

from its necessity of crafts knowledge.

The word craft has taken on different meanings and associations throughout history;
and as it will become better apparent within the study, the craft that we are talking
about when we refer to the pre-industrial times is neither the same as the craft we are
talking about when we refer to the era of modernism, nor the same as the craft in the
era of technology. The concept of craft has always been a matter of discourse both
for scholars and for practitioners; and has evolved as a dynamic concept up to today.
Thus, this study positions itself at a point along the line tracing the evolution of craft,
aiming to fulfill an understanding of craft’s associations within the present times, in

relation to contemporary product design.

The relationship between craft and the process of making is one aspect that needs to

be re-considered in light of the new production methods diminishing the significance



of the maker’s hand day by day. In this sense, craft needs to be either re-defined to
embrace the new production methods, or it needs to find a position within these
methods that remains loyal to the dignity of manual labor. The first option leads to a
new definition of craft, termed by some scholars as “new crafts” (Manzanti, 2004,
Santos, 2008); and the second leads to the emphasis being put on properties of craft
that cannot be matched with any kind of newly developed production method. These
and other status for craft also needs to be clarified in order to gain a full
understanding of its significance in the present system of production and

consumption.

The scholarly writings on craft, especially in Turkey has mainly focused on the
nature of specific traditional craft methods and their products in terms of cultural
heritage (Taner, 1983, Satir, 1984, Tozun, 1984 et al). This should not be surprising
as the craft tradition of Turkey dates much older than the establishment of the present
Turkish republic in 1923; and has remained a carrier of a heritage dating back to time
immemorial, not only of the Turkish nation, but also of many different populations
having settled in Anatolia and Trace. However important it is to preserve and
understand this heritage, it is also equally important to re-evaluate it within a
contemporary context and adapt it to the needs of the continuously evolving structure

of the society.

As Helen Rees points out (Rees, 1997), although crafts may be of marginal
importance in a Western or Westernized national economy, they constitute a cultural
phenomenon which pursues a set of values. These values ought to be of some interest
philosophically and socially. Craft in the contemporary society does not stand alone,
but forms part of a network of various social, economic factors. Thus, this study
stems from the need to understand these factors and extend the discourse around craft

within contemporary society.



1.3 Method of the Study

This study first provides a literature review of the arguments centered around craft,
starting from its various definitions and attributes, followed by its position with
respect to art, industry and technology that have given way to various debates within
various periods of time. Later, craft’s position in the development of industrial
design is traced up to contemporary times, where its meaning and significance within
socio-economic structures has changed considerably, giving way to new definitions
of craft. The discussions emerging in the literature are then evaluated to specify some

categories to be used as guidelines in the latter part of the study.

Later on, a literature review on the craft tradition and practice in Turkey is provided,
followed by a short account of the development of industrial design in Turkey and
the re-positionings of craft within this development. This part provides a background
for the assessment of the latter part of the study, as it is based on qualitative research

within the context of Turkey.

The contemporary discourse around craft in the context of contemporary product
design is later explored by means of a qualitative research through unstructured
interviews. The aim of these interviews is to identify various approaches to the
concept of craft by people who are either practicing product design or who have a
say on the issue of craft and design through their academic or scholarly works. As
this research is conducted in Turkey, the results are to display peculiarities for

Turkey as well as more general results aligned with the literature.

In order to identify suitable interviewee’s a short survey was sent to the mail group
of ETMK (Industrial Designers Society of Turkey), to which many practitioners,
scholars, students and enthusiasts of design in Turkey are a member. The survey
composed of four basic questions aiming to identify the participants interest in the
subject of the study. The results of the survey were then used to identify and contact

the interested participants for face-to-face un-structured interviews.

Apart from the participants of the survey, some interviewees have been contacted
directly, because of their perceived authority and well-known interest in the issue of
craft and design in Turkey; and some others have been contacted due to their

recommendation by other interviewees.



The interviews are tape recorded, deciphered and documented; and the topics
discussed with each participant and the opinions they have stated have been
summarized in charts. The total of the results are then analyzed and discussed with
respect to craft and its position within the practice and theory of product design. The
methods employed in conducting and analyzing the interviews are explained in more

detail at the beginning of Part 5.

1.4 Limitations of the Study

The Oxford Dictionary of English defines craft as “an activity involving skill in
making things by hand”. “Craft” within this study however, is not taken as limited to
this conventional meaning; but as a continuously evolving, adapting, dynamic
concept which needs to be re-evaluated in terms of its position within contemporary
design. This study does not aim to provide a concrete definition for contemporary
craft, but to offer a scheme of related concepts that structure around craft in

contemporary discourses .

The literature review part of this study has mainly been conducted based on the
material of Western literature on Crafts, with a dominant contribution of British
scholars. Still, the various perceptions of the concept and its position with respect to
other practices such as art and design in other cultures generally follow a similar

logic, although not being scholarly documented.

In the context of Turkey, there is a serious lack in the conceptual evaluation of craft,
most of the academic writing being on specific traditional handicraft sectors and their
particularities in practice. However, this study does not aim to provide a national
account of crafts, but to explore its significance within contemporary material culture
and product design; and make a reflection on the current practice of product design

in Turkey.

Another point that should be mentioned is that the language of the interviews in the
qualitative research part of the study was Turkish, while the analysis has been in
English. This disparity in language has made a full discourse analysis very difficult
in this study. Thus, the analysis has not been on specific discourses, but on general

concepts and topics that came out as the results of the interviews.






2. THE CONCEPT OF CRAFT

2.1 History and Definitions

Scholarly writings on the nature of craft have followed a rather contentious line as
various definitions conceptualized craft both as a practice and an object category. As
Dormer (1997) states, craft has mainly been evaluated with respect to its position
regarding artistic production and utilitarian production, and in these terms has

remained between many partially formed definitions.

Paul Greenhalgh (1997), who is one of the most influent contributors to the literature
on craft, traces the evolution of the meaning of the word craft through three
centuries. In the eighteenth century, craft was a word attributed to political acumen
and shrewdness, not related to a particular way of making things, but rather a way of
doing things, especially in politics. However, the more contemporary sense of craft,
as in “craftsman”, as the maker of things, developed in the last quarter of the
nineteenth century, with the emergence of the Arts and Crafts Movement. As design
evolved to be a separate discipline in itself in the 1920s, craft got divorced from
design and its implications of intellectual labor. Thus, by this time “craft” became
intellectually isolated from both the pursuit of beauty (art) and purpose (design)
(Greenhalgh, 1997).

Greenhalgh exemplifies these transformations in the meaning of craft over the titles
of three magazines that have been published in three successive periods. The
Craftsman, first published by Caleb D’Anvers in 1729 had no reference to the
making of things at all. This journal was a political news sheet generally publishing
aggressive attacks on other publications, or racist, xenophobic aggressions. Craft in
this case was attributed to political acumen and shrewdness. The Craftsman implied
by Caleb’s title was a confident, arrogant self-reliant, free-living Englishman. The
Craftsman founded by Gustave Stickley in 1901 (Figure 2.1) on the other hand,
became a principal means trough which American producers and consumers became

familiar with development in visual arts, and especially the Arts and Crafts



Movement. The concept of craft in this case was a broad, generic signifier that may

be applied to any area of the arts or humanities; could be used in the context of

theology, opera or easel painting. Finally, The Craftsman launched by Paul and

Angie Boyer in 1981 focused on the processes and products of hand making. In this

case, craft implied a particular

type of person, environment, genre, technique,

market. Their craftsman made things by hand using preindustrial technologies and

sold them to make a living. Tracing the signification of the word craft in time, “it has

moved from being an adjective to

being a noun; from being a description of things to

being a thing in itself” (Greenhalgh, 1997).
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Figure 2.1: Issues of the Craftsman magazine published by Gustav Stickley.

Collingwood (1938) gives a notionally clear definition of craft as “the power to

produce a pre-conceived result by means of a consciously controlled and directed

action”. He identifies chief characteristics of craft as below:

e C(Craft always involves a distinction between means and end, each clearly

conceived as something distinct from the other but related to it.

e It involves a distinction between planning and execution. The result to be

obtained is preconceived or thought out before being arrived at.

e Means and ends are related in one way in the process of planning; in the

opposite way in the process of execution. In planning the end is prior to the



means. In execution the means come first, and the end is reached through
them.

e There is a distinction between raw material and finished product or artifact. A
craft is always exercised upon something and aims at the transformation of
this into something different.

e There is a distinction between form and matter. The matter is what is identical
in the raw material and the finished product; the form is what is different,
what the exercise of craft changes.

e There is a hierarchical relation between various crafts, one supplying what

another needs and one using what another provides.

On the other hand, Bruce Metcalf (1997), in his part of Peter Dormer’s book The
Culture of Crafft, reflects on craft as an object, as the result of a practice with its own
value system and bringing. He identifies three properties of craft as: “being an
object”, “being made substantially by hand, utilizing the hand itself, hand tools and
to some degree power tools”, and “being identified with the use of traditional craft
materials, craft techniques or addressing a craft context”. He states that an object
does not need to meet all three criteria, but should fit in an appropriate combination

in order to be considered as craft.

Pursuing a similar understanding of craft as an object category, Howard Risatti
(2007) offers a definition and classification of craft based on what he terms “applied
function”, alternative to conventional classifications based on material or technique.
Risatti starts his argument by clarifying the terms “purpose”, “use” and “function” to
end up with a definition of “applied function”. Within his argument, “purpose” is
defined as an end to be achieved. An advantage of approaching objects from the
point of view of purpose is that purpose forces us to examine use and usefulness in
relation to function. “Function” is defined as what an object actually does, “by virtue
of the intention of its maker, in order to fulfill a purpose”. Thus, Risatti makes a
distinction between use and function, introducing the condition of intentionality to
function. In this sense, an object, for example a chair could be used for many tasks
such as keeping a door open or hanging on a jacket, but its intended use, which is
supporting the sitter, is what defines its function. Risatti then defines “applied

function” as the embodiment of the function in the form of the object. He

summarizes this scenario as “Purpose initiates function and function initiates object,



being the physical solution to the problem posed by the purpose”. Within this logic,
Risatti places the craft object in the category of an “applied object”, which he defines
as “an object made with an intention to fulfill a purpose”. He explains this definition
further as follows:

With applied objects, because their function always has its roots in the purpose that initiated

their being made, function always reflects and is reflected in the applied object’s physical

make-up, in its physical distribution of matter (Risatti, 2007).
Having placed craft in the class of applied objects, Risatti (2007) then makes a
distinction of craft as a sub-class of applied objects to separate it from other object
categories that could also be considered under the category of applied objects, such
as tools. At this point Risatti defines three categories of applied function that
specifies an object as a craft object: namely containers, covers and supports (Table
2.1). He dismisses all other functional categories from being craft objects. This may
seem as a limited definition for craft, however Risatti bases his argument on the need
to define strict boundaries for craft, as he attributes the ambiguity of craft’s position

with respect to the disciplines of art and design to its lack of definition as a category.

Table 2.1: Risatti’s categorization of craft according to applied function

containers covers supports

bowls clothing beds

jugs quilts chairs

vases scarves stools/benches
pots/pans blankets tables/desks
cups/mugs shawls sofas

glasses

pitchers

bottles

baskets

bags/satchels

boxes

case furniture
trunks/caskets/coffins

Glenn Adamson (2008), in his book Thinking through Craft, follows a more
conceptual approach to craft, evaluating it as an approach, attitude or habit of action.
He defines five attributes of craft: namely supplemental, material, pastoral, skilled
and amateur. Here, Adamson uses the term “supplement” in a Derridian sense, as

that which provides something necessary to another, “original” entity, but which is
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nonetheless considered to be extraneous to that original. “Material” refers to the
dependence of crafted form to the constraints of the material. “Pastoral” refers to
craft’s implications of both an idealized, utopic state to be reached and a sentimental
escapism from the real world. “Skilled” refers to craft being a practice requiring
extensive tacit knowledge and investment in terms of practice. Tacit knowledge here
is defined as a type of knowledge that cannot be passed on in solid words, but has to
be learned by observation or experience. “Amateur refers” on the one hand to craft’s
lack self-awareness compared to the self-reflective character of avant-garde art and
on the other hand to a form of surplus economy “seeming” to pose an alternative
production to the capitalist system. Although “amateur”, when compared to the
“professional” generally has a negative image in terms of production, it could also
prove to be a positive force to propel creative fields forward, as the boundary

becomes blurred between amateur and professional activity.

According to Adamson (2008) craft only exists in motion. Craft is always applied,
always in some motion towards an end. That is why it is generally referred to as an
applied art. It is a way of doing things, not a classification of objects, institutions, or
people. It is also multiple: “an amalgamation of interrelated core principles, which
are put into relation with one another through the overarching idea of craft”.
Adamson defines craft as a paradigm: “a structure of thinking that has performed a
necessary but rather static role within modernity”. Thus, he proposes a more dynamic

view of craft, gaining different attributes in different circumstances.

Within this dynamic view, Adamson (2008) states three paradigm shifts in the
conception of craft, the first being during the nineteenth century, when the economic
role of the artisan was partly displaced due to the dominance of the entrepreneurs and
industrial developments. As Hauffe (1998) states, the determining characteristic of
industrial production at this period was the division of labor. It was no longer the
individual worker who crafted objects and lent them their unique form, but engineers
or factory owners. With this paradigm shift, craft took a symbolic and gloomy

character.

The second paradigm shift mentioned by Adamson corresponds to the decades
fallowing the Second World War, when the domain of craft production shifted from
commercial production to galleries, museums and private collectors. In this period,

“the designer-craftsman of the 1930s - a figure that was itself descended from Arts
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and Crafts goals — was gradually, though incompletely displaced by the “artisan
craftsman” (Adamson, 2008).

Dormer (1997) defines this post Second World War period as a trauma, and
interprets the transfer of crafts from the workshop to galleries as a negative
transformation leading to the “studio crafts”, which is a more elite approach taking
craft away from the workshop of the artisan to the studio of the artist. At this point,
the transfer of craft from the workshop to the gallery caused its separation from
technology and design, which went their own way and left craft in a middle ground,
as it was neither accepted as fitting within the definition of art. This is one reason of
the conceptual complications in defining craft in the post-industrial era. As Judy
Attfield states:
In the post-Industrial era, craft can still means the skilled production by hand or machine of
utilitarian and vernacular designs. However, interwoven with this is the principle by which
“craft” can also, increasingly, refer to an elite classification of hand or machine production
displayed and sold through galleries (Attfield, 2000).
Adamson places the third paradigm shift to the present time, stating that we are
witnessing a paradigm shift now as the post disciplinary practice challenges the
established framework of modern craft. Just as scholars are beginning to view craft
practice from the standpoint of social history, anthropology and economics,
practitioners of various kinds are exploring the problematic of craft through

increasingly diverse means (Adamson, 2008).

Risatti (2007) provides one example of interpreting craft in a wider context,
mentioning its position within society as part culture and part nature. According to
Risatti, craft objects are rooted in nature and their physical forms are subject to
physical laws of matter. They are abstractions from nature given physical form
through a human will and human intellect. At this point, the factor of human will
places the craft object within a cultural context. The intention of the individual
maker, who is part of a specific culture, provides for the uniqueness of expression in
each craft object. When we look at craft objects from different societies, we can
observe that they share common formal threads identified as functional form,
dictated by nature. However, they also have formal differences identified as stylistic

form that springs from culture (Figure 2.2). Risatti explains this as follows:
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Because craft objects are an embodiment of both functional form and stylistic form, they
must be understood as having a life as both physical objects and as social objects. They must
be understood as objects having an existence as actual, tangible things that springs from their

rootedness in nature, and as objects having an existence as semiotic signs that spring from

their rootedness in a social system of cultural style (Risatti, 2007).

Nf

Figure 2.2: Craft objects having the same functional form can have very different stylistic forms.

Greenhalgh (1997) mentions three threads that are taken into account in the
underpinning of craft, in any discourse related to craft: Craft’s relation to “decorative

EE 13

arts”, “vernacular” and “politics of the work”. He states that although these factors
are separate in nature, they were brought together by the thinkers of the Arts and
Craft Movement in the nineteenth century, in order to form the concept of craft as it

has existed through the twentieth century.

The first of these, relates to the classification of arts into high arts and decorative
arts, because of which craft started suffering a dual image: “being art and having the
crisis of being denied the status of art”. This phenomenon will be further explained in

the section dedicated to the relation between art and craft.

Greenhalgh (1997) defines, “vernacular” as the cultural produce of a community, the
things collectively made, spoken and performed, as the unselfconscious and
collective products of a social group unpolluted by outside influence and carrying the
mystique of being the authentic voice of society. The concept of vernacular was of
great importance to the Arts and Crafts movement. As Greenhalgh states, the rural
and handmade aspects of craft production arose at least partly as a result of the desire
to return to the vernacular world. However, it is also ironic that the appreciation of

vernacular became realized with the modernization of European culture. This gave
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the vernacular a presence in the cultural scene, providing an alternative to the loss of

cultural heritage.

The final concept relates to Arts and Crafts ideas due to the fact that with the
industrial revolution and machines taking over production in most areas, work
became a key area of political debate in the nineteenth century. Marx’s theory of
alienation established a relationship between work conditions and the degradation of
the human personality, to which John Ruskin and William Morris, who were
influential figures in the British Arts and Crafts Movement, took a close position,
stating that it is not possible to have a proper society if its inhabitants are not
humanely and creatively employed. Greenhagh (1997) coins the term “politics of
craft”, for this reasoning that establishes a vision for a better society on the need to
engage in creative work. Within this line of thought, craft identified with this creative
work was about empowering the individual workers and about the political control of

the work situation.

2.2 Craft and Art

The definitions of art and craft and how these definitions merge or differ have been
topics of interest for many scholars (Collingwood, 1938, Dormer, 1997, Adamson,
2008, et al.). Craft’s positioning within these studies has generally been pivoted
around art as a central discourse and craft has been defined in light of its position

with respect to art.

Starting with an etymology of the two words, Risatti (2007) states that before
aesthetic issues per se became a special domain of fine art theory, there was little
practical or theoretical distinction made between the words art and craft; and neither
word specifically implied the aesthetic as it is understood today. The latin word ars,
which constitutes the root for the word art, was at that time synonymous with craft
and referred to a specialized form of skill or ability that included the making of
objects. However, in ancient Greek, the word fechne was used to denote both art and
craft. Platon discusses techne as a concept including art, knowledge and practice,
respresenting an inner knowledge of the best means to reach the desired end
(Bozkurt, 1995). Heidegger (1971) explains the word techne as evolving from tikto,

which was the Greek for "to bring forth or to produce".

14



To the Greeks fechne meant neither art nor handicraft but rather: to make something appear,
within what is present, as this or that, in this way or that way. The Greeks conceive of techne,
as producing, in terms of letting appear (Heidegger, 1971).
Hiimanur Bagli (2001) evaluates Heidegger’s explanation of techne as a questioning
of the distinction between the manual and the conceptual in relation to the activity of
production. She proposes production, and thus craft to be positioned within the

object, as an integrity of the manual, the conceptual and the emotional.

According to Risatti (2007), in the middle ages, the word art lost its specific
emphasis to practical performance and gained a meaning referring to book learning
and specific academic fields termed today as liberal arts. Only with the Renaissance
was its old meaning referring to practical skills re-established, however this resulted
with the reduction of both artists and craftsmen to mere tradesmen. At this point,
artists seeked to raise their status by separating themselves from the notion of
workmanship as physical labor and by stressing the intellectual elements in their
work. Thus, the distinction between the status of art and craft did not stem from a

degradation of craft, but from an escalation of art.

The general belief is that the status and divinity of the arts was first established and
systematically organized during the Enlightenment, especially with the establishment
of Academies. Under the academy regulations, the system of five fine arts, namely
painting, sculpture, architecture, music and poetry was formulated; leaving crafts at a
lower status under the category which was termed “decorative arts”. Although
generally being regarded as inferior to high art, decorative arts still had a relative
strength, healthy patronage and substantial critical literature in the nineteenth
century. A generation of designer writers such as Richard Redgrave, Christopher
Dresser, John Ruskin, William Morris and Walter Crane wrote extensively in defense
of decorative arts. However, this was not enough to narrow the ideological gap. By
1890 fine arts had even narrowed its definition, excluding architecture and poetry
(Greenhalgh, 1997).

The dominant discourse after the First World War was dominated by two types of
discussions (Dormer, 1997), the first one being where exactly the phenomenon of art
resides in relation to art objects. R.J. Collingwood provides an important discourse in
his book Principles of Art, dedicating considerable thought to the philosophical

separation of art from craft. He defines art as a mental practice which also has a
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material part in some cases, however he states that the exact relation between the two
need careful definitions. His answer to the question of what it is an artist produces,
prioritizes the mental part which he calls “the work of art proper”.
We shall find that it is two things (what the artist produces). Primarily, it is an “internal” or
“mental” thing, something ...”existing in his head” and there only: something of the kind
which we commonly call an experience. Secondarily, it is a bodily or perceptible
thing...whose exact relation to this “mental” thing will need very careful definition. Of these
two things, the first is obviously not anything that can be called a work of art, if work means
something made in the sense in which a weaver makes cloth. But since it is the thing the
artist as such primarily produces, I shall argue that we are entitled to call it “the work of art
proper”. The second thing, the bodily and perceptible thing, I shall show to be only incidental
to the first. The making of it is therefore not the activity in virtue of which a man is an artist,
but only a subsidiary activity, incidental to that. And consequently this thing is a work of art,
not in its own right, but only because of the relation in which it stands to the “mental” thing
or experience of which I spoke just now (Collingwood, 1958).
As stated by Dormer (1997), Collingwood was against the class system, against
separating genres into “arts” and “crafts” and so on. Still, his writing largely served
the supporters of the class system and ‘“creative” practice became classified as
intellectual practices and manual practices. Craft’s being defined as a supplemental
activity to art, became applied to craft as a class and placed the whole craft practice

into non-intellectual, manual category. This lack of cognitive status of craft

contributed to its positioning at an inferior status with respect to art.

A second course of discussion developed relating to the process of making art and
the role in that of the artist. Art, in the traditional sense included craft skills as a
necessary component in the creation of the work. However, at a certain point in
history, a paradigm shift occurred in the art discourse. In 1917 under the false name
R. Mutt, Marcel Duchamp sent a porcelain urinal to the open exhibition of the
Society of Independent Artists in New York, with the title The Fountain (Figure 2.3).
The piece was refused as expected and the fallowing text was published in the last
issue of The Blind Man, a magazine published by Duchamp, Beatrice Wood and
H.P.Roché. Duchamp is claimed to be responsible for its publication, although he

never acknowledged the authorship himself:
They say any artist paying six dollars may exhibit.

Mr. Richard Mutt sent in a fountain. Without discussion this article disappeared and never

was exhibited. What were the grounds for refusing Mr. Mutt’s fountain:
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1. Some contended it was immoral, vulgar.
2. Others, it was plagiarism, a plain piece of plumbing.

Now Mr. Mutt’s fountain is not immoral, that is absurd, no more than a bath tub is immoral.

It is a fixture that you see every day in plumber’s show windows.

Whether Mr. Mutt with his own hands made the fountain or not has no importance. He
CHOSE it. He took an ordinary article of life, placed it so that its useful significance

disappeared under the new title and point of view- created a new thought for that object.

As for plumbing, that is absurd. The only works of art America has given are her plumbing

and her bridges (The Blind Man,No.2, May 1917, NewYork).

Figure 2.3: The Fountain by Marcel DuChamp- 1917

Regarding Duchamp’s emphasis on the artists’ choice as the act of art, this view
considers the process of making art as essentially a mental exercise. It is the artist’s
interpretation that makes an object art, not an inherent property of the object. In this
sense art resides not in the object itself but in the meanings we embed in it; which

trivialized the up to then essential material component of the art piece.

The art critic Thierry de Duve (1994) explains Duchamp’s effect in art discourse as
being a turning point triggering a paradigm shift in art: the shift from the ostensive
paradigm to the discursive paradigm. Dormer (1997) explains the collapse of craft in

art with this paradigm shift initiated by the readymade approach of Marcel Duchamp.
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Art, from then on, became a property defined by the artist’s choice. It lost its
connections with the art object’s inherent properties. The artist was marked by the
ability to choose, not the ability to make, which eliminated the necessity of craft in

the art practice.

Lucy Lippard (1997) describes a process of “dematerialization of the art object”
taking place starting from the seventies as a de-emphasis of material aspects of the
art work, such as uniqueness, permanence, decorative attractiveness. Within the
dematerialization process, the material that the artist uses becomes “ephemeral such
as time itself, space, non-visual systems, situations, unrecorded experience, unspoken
ideas and so on”; the concept or idea becomes more important than the visual results

of the system.

Bruce Metcalf uses the definition of art stated by the philosopher-critic Arthur Danto

as “embodied meaning”, to state a similar state of dematerialization:
From Danto’s point of view, art can be anything at all. Of course, much of what passes for
avant-garde art these days confirms Danto’s perception, with art works taking forms as
diverse as self-mutilation, petty theft, extended lectures, and seam. Danto thus offers a cogent
explanation for the dematerialization of art. The art product can mutate into any imaginable
form because art consists primarily of meaning. Objecthood is no longer a necessary criterion
for art status (Metcalf, 1997).

However, craft is based on objecthood and materiality; has rules coming from a

tradition of practices. Thus, craft as a class does not fit within this definition of art as

a conceptual entity. “Art is what is called art”, however craft has self-imposed limits.

Art resides in the concept, however craft resides in the material (Metcalf, 1997).

Apart from the conceptual/material dichotomy between art and craft, another
consideration is the functional/non-functional dichotomy. As Greenhalgh (1997)
mentions, Cockerell was one of the first to draw a distinction between art and non-
art, identifying “high-arts” with non-functional objects. For Cockerell, in order to be
a truly disinterested vehicle of artistic ideas, a genre had to be severed from
perceivable use value. Risatti (2007) marks the consistency of this idea with Kant’s
judgments of aesthetics which states a condition of beauty as being non-purposeful
and non-functional. However, Risatti goes on criticizing the identification of art with
the non-functional, stating that “not all objects absent function are actually art

objects”. Another problem with this dichotomy according to Risatti is that it
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imagines the world of man made things as simply “a binary opposition between
purely functional objects with no aesthetic qualities and strictly non-functional
objects that are completely given over to the aesthetic”. Thus, although craft objects
are considered to be defined by a primary concern with function, the notion of

functionality is not a sufficient factor in defining a boundary between art and craft.

Figure 2.4: Work by glass artist Chihuly

Referring to the concept of craft within the practice of modern art, according to
Adamson (2008) the definition of modern art needs its dialectical opposite to find its
meaning. At this point craft’s inferiority might be the most productive thing about it;
as craft becomes a pivot point to structure the definition of modern around, providing
a reference as anti-modern. There are artists indeed who use craft’s so called
inferiority in their works to achieve a rupture with previous art and even suggest “the
potential of craft to upset the well-laid table of art”. And yet, to perform this rapture,
they find it necessary to insist on a particularly reductive idea of craft. One example
Adamson gives is the glass artist Chihuly who creates works claiming to be devoid
of conceptual meaning, solely exploring the properties of the material, which gives
visually stunning results (Figure 2.4). His statement “craft is a matter of hedonism,
not conceptualism” justifies those claims of craft’s exclusion from modern art, as
Chihuly and his followers stand against everything that modern art and postmodern
art has tried to achieve. On the other hand, feminists artists such as Judy Chicago
embraced craft as a companion that has similarly suffered from the snobbish
discrimination of arts, just as women artists had suffered from the sexist

discriminations of museums and galleries; and used craft as a political discourse to
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riddle the presumption that women’s creative activity was domestic and non

professional in nature (Figure 2.5).
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Figure 2.5: Pieces from Judy Chicago’s Resolutions: A Stitch in Time exhibition which constituted of
painted and needleworked images created by Judy Chicago and a group of highly accomplished
needleworkers, creating samplers with messages of hope for today's world. -2000

2.3 Craft and Industry

The Oxford English dictionary defines industry as “economic activity concerned
with the processing of raw materials and manufacture of goods in factories”. Thus,
the emphasis when defining industry is on manufacturing in factories, contrary to
manual production associated with craft. Different opinions on the relationship
between craft and industry have existed concurrently, some condemning industry as
a force that threw craft to the back stage in production, ripping production off its
dignity (Ruskin, 1853; Morris, 1889; et al.); others seeing industry as a chance to
improve and systemize production that could collaborate with craft in harmony
(Ashbee, 1908; Gropius, 1919; et al.). The conflicts have generally been between a
pragmatic practicality offered by industry and an idealized morality identified by
craft production; and the challenge has been to find a middle ground to accommodate

both practices in tune with the needs of the contemporary society.

As Heskett (2002) states, in Europe, with the increase of urban population highly
skilled craftsmen were attracted by the accumulation of wealth; and as a consequence
by the eleventh century guilds were formed to regulate the process of craft
production and thus, the distribution of wealth. Guilds already existed in Indian cities
around 600 BC and their main aim was social and economic stability; and the
maintenance of standards of work and conduct. They formed an early model for

modern associations and licensing for designers.
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Guilds could gain enormous control over the community, and could become major
sources of power in the cities; however, they lost their previous power as cities
opened up to trade among each other, in which case entrepreneurial middlemen
began to dominate production. Industries based on handwork, using surplus labor
undercut guild standards and by the eighteenth century, control was placed into the

hands of the entrepreneurs (Heskett, 2002).

With the French revolution, at the end of the eighteenth century, the medieval social
system had been swept away and a new class had emerged, namely the bourgeois.
The new society contained neither the class of cultured and leisurely patrons nor the
class of cultured and guild-trained craftsmen. The period between 1760 and 1830,
called to be the period of industrial revolution, saw a vast industrial growth,
however, within this flow of novelty, no time was left to refine the innumerable

innovations (Pevsner, 1960).

The technical advances of the nineteenth century resulted in new methods of
production, new commodities, and new equipment with new functions. But a new
aesthetic of industrial products was not initially part of the picture. Hauffe (2002)
asserts that, for many of the new mechanical objects there was no tradition of either
form or usage, leaving questions of design in uncertainty, with no historical
precedence to build on. In this scheme, artists started to be commissioned by
manufacturers to generate concepts of form and decoration in prevailing taste.
However, Heskett (2002) marks that this creation of forms without an understanding
of manufacture resulted in a separation of decorative concerns from function, “which
led to a deep reaction against what many saw as the debasement of art, taste and

creativity by the excess of industry.

By the middle of the nineteenth century, mass produced goods had been dominated
by a decorative style. Decoration entered the visual language of these new products
to stress their role as aesthetic and symbolic artifacts with a socio-cultural function.
However, as this language was actually imposed on the products without any
relevance neither to the context of production nor that of use, the products generally
obtained a kitschy character (Sparke, 2004). Sparke explains this phenomenon giving
the example of Hoover’s first electric suction sweeper (Figure 2.6) which had the
application of Art Nouveau scrollwork, painted in purple on a pink background, in

order to transform the utilitarian object into an art object for the female consumer.
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Figure 2.6: Hoover’s first electric suction sweeper Model 0

Hauffe (1998) explains the effect of the tendency for decoration on industrially
produced goods as follows:
The prevailing view in the design of commodities for the market was that technical, practical
forms were tasteless, and that the industrial origin of manufactured goods should be hidden
beneath a decorative surface. This historicism, with its oppressive and dishonest vocabulary
of forms, coupled with the poor quality and lack of durability of the goods produced in such a
milieu, soon became the chief target of several reform movements in Europe (Hauffe, 1998).
One direction for these reform movements was to return decisively to the past, to
replace cheap, poor-quality industrial products with qualitatively better products of a
reformed skilled craft production. This lack of artistic quality in the manufactured
goods of the period draw reactions from various artists and thinkers among whom

were Henry Cole, Owen Jones, John Ruskin and William Morris (Hauffe, 1998).

According to Greenhalgh (1997), the “machine pessimism” that lead to these
reactions has mainly been structured around three types of factors, namely:
economic, psychological and aesthetic, all of which depended on a belief in a

dramatic transformation of industrial practices in the recent history.

In terms of economic factors, the actual reaction was not to the existence of the
machines, but to the system they brought, the effects of unemployment and the
politico-economic conditions it brought. In terms of psychological factors, there were

two main arguments: Technology as something which reduces the quality of the
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human mind, and hence human society, which Greenhalgh identifies as the
Ruskinian position; and the position that it is not the machinery itself that affects the
human mind, but the system of socio-political organizations which the machine
apparently spawns. From this latter position, technology has been used, as it were, to
make society, and by implication individuals into “mere mechanical contrivances”.
In terms of aesthetics, the argument was based on the dexterity of the work of the

hand against the machine aesthetics (Greenhalgh, 1997).

John Ruskin, art historian and philosopher, attempted to revitalize medieval
production methods in a counter movement to industrial revolution. Craft production,
he believed, “would make better living conditions possible for the workers and
represent a counter weight to the aesthetically impoverished world of machines”

(Biirdek, 2005).

William Morris, who was the pioneer name of the British Arts and Crafts Movement,
followed Ruskin in recognizing that the social foundations of art had become
decayed after the Renaissance and especially with the industrialization, which lead to
tasteless, unlivable environments. He and his friends set up to create their own
furniture (Figure 2.7); and later in 1861, established the firm Morris, Marshall &
Faulkner, calling themselves “Fine Art Workmen in Painting, Carving, Furniture and

the Metals” (Hauffe, 1998).

Figure 2.7: Furniture by Morris, Marshall & Faulkner

According to Biirdek (2005), Morris, especially in his first speeches, seriously
opposed industrial mass production; and saw the effects of industrialization as
“devilish capitalistic botch and an enemy of mankind”. Hauffe (1998) explains

Morris’ approach as a demand for craftsman-like consumer goods on a high aesthetic
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level; placing natural ornaments and materials and clearly structured forms against
the decorative profusion of historicism. However, Biirdek states the paradox of this
view, as contradicting with Morris’s expressed ideal that art should be for everybody.
Morris’ initial rejection of machine production, and insistence on producing by hand
led to his products being expensive and thus only available for a limited amount of
people. However, in his late speeches he took a more equable approach to industry,
admitting that “we ought to try to become masters of our machines and use them as

an instrument for forcing on us better conditions of life” (Biirdek, 2005).

Greenhalgh gives a clear account of Morris’s ideas coined under the concept
“politics of craft”. Greenhagh coins the term “politics of craft”, for the reasoning of
William Morris, who establishes his vision for a better society on the need to engage
in creative form. Within this line of thought, an individual working creatively to
improve his environment would lead to an equal distribution of wealth and generate
psychological fulfillment of the members of the society. In this sense, craft,
identified with this creative work is about empowering the individual workers, about

the political control of the work situation (Greenhalgh, 1997).

As William Morris states:

It was essential to the [capitalist] system that the free laborer should no longer be free in his
work; he must be furnished with a master having complete control of that work, as a
consequence of his owning the raw material and tools of labor; and with a universal market
for the sale of the wares with which he had nothing to do directly, and the very existence of
which he was unconscious of. He thus gradually ceased to be a craftsman, a man who in
order to accomplish his work must necessarily take an interest in it...Instead of a craftsman,
he must now become hand, responsible for nothing but carrying out the orders of his foreman
(Morris, 1889).
Thus, Morris evaluates industry from a political view, as a tool of capitalism whose
main effect on the maker is to reduce him to a sole performer of tasks, without any
personal gain or satisfaction from the work he does. This, according to Morris,
together with a decline in the ambition of the maker, brings a decline in the quality of
the product. At this point, craft appears as an antithesis for industrial production,

awarding the maker the power of creation and the spirit that comes with it.

Greenhagh (1997) attributes to the Arts and Crafts movement the marking of the
twentieth century as a period in which came into being a generally recognized

category of craft as a thing in itself. He presents the movement as “the most
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successful construction of a theory and practice of ethical art”, which came out to
propose a liberating agent through “communal creativity” in a period of extensive

debate on the relationship of morality to culture.

Pevsner states that William Morris has reached beyond his time more with his line of
thought than his artistic work. He set an example for the artist turning into a
craftsman-designer himself. His teaching had the effect on various artists, architects
and amateurs to dedicate their lives to crafts. What had been an inferior occupation
for more than half a century, with the effect of the industrial revolution, became seen
as a necessary task again. With this effect, in England between 1880 and 1890 five
societies for the promotion of artistic craftsmanship were started: Century Guild in
1882, Art Workers’ Guild and the Home Arts and Industries Association in 1884,
Ashbee’s Guild and School of Handicraft and Arts and Crafts Exhibition Society in
1888 (Pevsner, 1960).

The Arts and Crafts movement, although being initiated in England, triggered an
effect in many other countries. Towards the end of the nineteenth century, new
movements emerged in Europe, among which were Art Nouveau in France,
Jugendstil in Germany, The Modern style in England, Sesession style in Austria
(Biirdek, 2005). With its rejection of historicism, the return to handcrafts, the weight
given to art in the practice of design, and its preference for simpler forms, the Arts
and Crafts Movement also had an important influence on the German Werkbund, and

the Bauhaus (Hauffe, 1998).

According to Metcalf (1997), the emergence of industry also lead to the result that
craft has changed much in the way it is practiced compared to the pre-industrial
times. Before industrial production, craft production was a requirement rather than a
choice. Sons followed their fathers’ trades and daughters learned household skills out
of necessity. However, with the availability of machine made goods for much
cheaper prices, the practice of craft became appealing to limited number of people as
a means to earn a living. Furthermore, the opportunities to learn a craft have moved
out of the family and the neighborhood, into educational institutions, which makes
learning craft a personal aim to be pursued rather than a tradition passed within the
family. This view also provides an explanation to the emergence of studio crafts and
craft’s transfer to galleries, as it becomes a means for the satisfaction of personal

intuitions and evolves into a way of personal expression.
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A final remark to be made when talking about craft and industry is the distinction
between industry’s production in series and craft’s production of unique pieces.
Serial production is strongly assocciated with the concept of “reproduction”,
evaluated by Walter Benjamin (1936) in relation to art, in his article The Work of Art
in the Age of Mechanical Reproduction. Benjamin states that, until the emergence of
mechanical reproduction a prime property of any art piece was its uniqueness. In this
sense the phenomenon of the reproducibility of the art piece drops shadow to its
artiness. In times before this technical reproducibility, there were also reproductions
of paintings, sculptures, etc, but the original always preserved its authority over the
reproductions. The value of a reproduction of a painting would count far less than the
original one even if it looks exactly like the original itself. However, with the
industrial age the original lost its authority, since there is actually no original, but

production in large masses.

The concept of “the original” comes up again in the work of Risatti (2007). Risatti
defines the pre-industrial world as being composed of originals, copies and
reproductions. He defines “the original” as a unique, one-of a kind object. The
“copy” is an object that replicates the materials and appearance of the original.
Risatti defines a “reproduction” as a remaking of an original, though without
absolute fidelity to the materials and appearance of the original as in a photographic
reproduction of a painting. In this sense, however they cannot be defined as an art
piece in Benjamin’s sense, copies and originals still preserve a link and a degree of

loyalty to the original.

Carrying on with the argument in the post-industrial world, Risatti (2007) states that
this world is dominated by “multiples”, which are identical objects conceived and
produced with the idea that they are not originals; and moreover, they are not even
based on originals as their source. Every multiple is only related to other multiples in
the production stream, and there are no physical or philosophical differences between
them. This notion of multiples which characterizes industrially produced objects, is
opposed by craft’s immutable loyalty to the original which is an inevitable result of
its production, as it directly involves the production of a unique piece by a specific
hand. This is what gives craft one of its prime values in the post-industrial world,

where people are looking for some kind of identification through products.
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2.4 Craft and Technology

Dormer (1997) describes technology as the integration of machines and information
to create processes of manufacture or the distribution of knowledge in ways that are
increasingly independent of the wvagaries, whims or decisions of individual
employees or, indeed, employers. At this point it becomes important to draw a
distinction between technology which is a modern phenomenon and industry which
has its roots in the dynamics of the industrial revolution. When we are talking about
industry we are referring to a system of mechanical production which Greenhalgh
(1997) identifies as a machine driven, factory based work pattern. The main
emphasis in industry is on manufacturing and economic production. Technology on
the other hand, is a wider concept. It does not necessarily involve mechanized
production. Using a brush, a palette and a set of colours is a technology as well as
using a computer graphics program. In this sense, industrial production becomes one

category under the wider set of technology.

The above mentioned definition of technology provided by Dormer (1997) puts the
emphasis on technology being distributed knowledge. Pye (1968) explains
distributed knowledge referring to two linked ideas. One idea is that the knowledge
needed to make any piece of product design is spread over many systems of
production and thought; however specialization in one field of work leads to getting
detached from the whole and thus knowledge becomes distributed. Another point is
that, there exists a category of tool or artifact that allows one to make things without
self possessing the know-how; however there is still a critical knowledge level that
you need to master these tools. Computer programs would provide a contemporary
example for this phenomenon. Although enabling the user to do things out of his
personal know-how, it also requires a certain level of specialization to use the
program. By this means, knowledge becomes fragmented and distributed, the
knowledge of one part enabling the succession of the other. In this sense, contrary to
technology being distributed knowledge, craft production is based on personal know-

how that comes with the experience of the individual maker.

The discussions relating to craft and technology in the contemporary times follow

two main arguments. On the one hand our very notion of what it is to make
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something is being transformed; and on the other the importance of hands-on making
is not thereby removed by computer technology’s ability to “make” everything

(Dormer, 1997).

Dormer, (1997) asserts that the use of technology, which sets priority to distributed
knowledge, does away with the need for personal know-how. This has the advantage
of minimizing human error, and exchanges the workmanship of risk with that of

certainty; however the price could be a loss of autonomy.

Neal French (1997) marks an advantage of using technology as its ability to shorten
the production process. The old way of doing things involved freehand drawings,
plaster moulds, etc. that went through a long process, during which detailed
adjustments were made. Technology makes this process much shorter; however this

decreases the aesthetic quality of the product.

Greenhalgh (1997) extends the discussion in terms of his three threads of craft,
evaluating their individual relationships with technology. Considering decorative
arts, Greenhalgh states that decorative arts has not had tension with technology; in
fact the decorative artist has generally embraced any technology that allows him to
achieve the end. Vernacular is the element that contradicts with technology, having
the implication of nostalgia and virgin lands untouched by technology and entailing
the idea of living in a world more authentic that ours. This element has provided the
vision of craft as “redundant technology”. However, the concept of vernacular has
come to depend on technology for its existence. Ironically, without technology there
would be no need for the vernacular as its raison d’étre was to oppose technology.
The politics of work is the element whose relationship with technology is the most
problematic as within the arguments of the Arts and Crafts Movement; however, the

real problematic here is with a specific technology, namely, industrial production.

Hughes (2004) makes a distinction between the traditional meaning of craft and the
modern craft of today. The craft tradition has at times been critical of technology;
however this criticism is more often directed toward industrialization and the
hegemony it extends over the production of material culture. According to Hughes
however, the remarkably persistent belief that the crafts are anti technological has its
origins in a conflation of technology with industrialization that has served only to

confuse matters.
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Despite its association with technologies that are considered to have been made redundant by
industrialization, the crafts movement is an entirely modern phenomenon. It should not be
confused with the crafts as traditionally practiced... The practitioners and theorists of the
crafts have been critical not so much of technology, but of industrialization and its ever
deepening penetration into our lives (Hughes, 2004).
Hughes (2004) attributes the development of modern craft to the developments in
printing technology that made it possible for the circulation of visual culture,
information, and techniques, opening a third eye for the traditional craftsman. Craft
before technology did not have creativity as an element and it is not this craft that we
are talking about in the modern context. According to Hughes, the modern crafts
movement exists within, and depends upon, an information ecology created by the
reproduction of both text and image. This is the same information ecology that made

industrialization and consumerism possible.

As Dormer states, the central issue for the craftsman is not whether he can create
perfection, but rather that technology is robbing him of his unique claim to diversity.
The most disturbing attribute of technology, from the point of view of the craft
person, is that it can mimic craft effectively in randomness, accidental quirks and less
than perfect condition. Software of fuzzy logic has sufficed for the machines to
imitate the randomness and differentiation of pattern up to now associated with
crafted work. At this point, one of the foundations of craft, being able to produce
things that machines cannot imitate, collapses. In some fields, especially in textiles,
it is becoming harder to distinguish the mass produced from the hand crafted

(Dormer, 1997).

However, Dormer (1997) argues that a craft person can also mimic the perfection of
machine aesthetics, and has done so in some cases such as the Bauhaus designer
Marianne Brandt’s kettles with a highly finished surface, masking all evidence of its
hand manufacture (Figure 2.8). This makes the handmade aesthetics not a necessity
but a choice for craft. As Dormer states, “we set up machine technology to achieve
more efficiently that which we can nevertheless and with great effort achieve without

machine technology”.
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Figure 2.8: A hand-produced kettle by Marianne Brandt- 1920s

Approaching the subject considering craft’s role in relation to digital technology in
the modeling and creation part of the design process, Dormer states that although
CAD/CAM may be the future, hand-modeling is still an important process to be used
in combination with CAD/CAM. Using digital technology, it is easy to do
modifications, but the initial modeling is more reasonably done by hand-modeling.
According to Dormer, many middle-aged designers who have had the experience of
both craft and technology argue that you get the best out of the computer if you are
able to drive the tool, rather than being driven by it. Design software is very powerful
and although it does not do the designer’s thinking it has, embedded within its own
design structure, a style, a way of procedure and limitations on refinement that will
impose themselves upon the designer’s work. Therefore, in order to be alert to the
biases within the design software the designer needs alternative knowledge of his or
her own by which to compare and contrast and form the basis of individual

discrimination (Dormer, 1997).

Bottomley and Goodwin (2004) express a similar concern for the limiting effect
CAD/CAM can have in cases, and state that to overcome this effect one needs to
think out of the box (or the monitor) when encountering new technology — just as it
is in the workshop when experimenting with new processes. On the other hand,
CAD/CAM offers far more interesting propositions than simply increasing speed and
reducing labour. It also offers the opportunity to thoroughly explore and manipulate
form from all angles and viewpoints and the ability to make radical alterations to

scale and shape. From this point, the real potential of CAD/CAM is its use for
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liberating creativity and creating forms that cannot by created by traditional

techniques, instead of using it just as a replacement for hand-modeling (Figure 2.9).

Figure 2.9: Quin Lamp Bathsheba Grossman which would be impossible without RP technology

An example to designers exploring the posibilities offered by CAD/CAM technology
would be the Barbar group formed by a group of Turkish independent designers who
have joined in a cooperative initiative to organize a design exhibition entitled,
“Barbarians Banquet”, the subject of which comprised a collective effort by this
group of designers to create unique design objects using the Rapid Manufacturing

technologies (Figure 2.10).

Figure 2.10: Image from the Barbarian Banquet Exhibition at the 2007 Istanbul Design Week
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Another problem with using computers alone would be that a wire model created on
a computer will not provide sufficient tactile information; thus, to get a complete
feeling of the product, the result of the software has to be applied as rapid
prototyping. However, rapid prototyping is costly and usually comes into stage at the
latter stages of the design at which point modifications become difficult, or entails
great costs. According to Myerson (1997) traditional modelling will not cease to
exist because: CAD/CAM is and will remain expensive, and there are kinds of

modelling that CAD/CAM cannot do.

2.5 Evaluation

Art and craft have persisted as dynamic concepts within history, as has been shown
through various discussions in literature. What becomes important at the present
times, and also for the subject of this study is the interaction between disciplines, and
especially the implications of these concepts for the present production system.
When we are talking about the present production system, we are not referring to
clear cut categories of objects, but to a system in which every object becomes a
manifestation of art, craft, industry and design at different levels. Just like the
evolution of artists of the times of the industrial revolution as the first industrial
designers due to the necessities and conditions of the time, today some designers are
evolving back to artists, while some others are collaborating with them to mark a
difference in their work. Some designers are pursuing the industrial route, optimizing
their objects for industrial production, while some others are training themselves as
craftsmen, in order to carry on design and production as a whole. Thus, the model of
considering art, craft and design as seperate classes with clear boundaries needs to be

replaced with an understanding of interdsciplinary practices.

An example would be the glass artist Emma Woffenden, who although working
within a craft discipline, produces conceptually loaded works within the scheme of
art; however, she has also collaborated with the designer Tordboontje in several
projects (Figure 2.10). Woffenden’s artistic craftsmanship combined with Boontje’s
skills as a designer has lead to interesting products playing at the blurry boundaries

of art, craft and design.

32



il

Figure 11: Transglass collection by Emma Woffenden and Tord Boontje

As has been discussed above within the etymology of art and craft, the word fechne
stands for “bringing forth” and “producing”, which also constitutes the base for
design practice. What should be taken into account here is the different value
systems entailed by different kinds of production and how these systems act in the

domain of product design.

For example, taking into account the repositioning of craft from the workshop to the
gallery, brings to mind a similar tendency in contemporary product design, where
products are designed not to be functional objects of use for the user, but to be
objects of display. These products, gaining a status of art, also attributes an elevated
status for the designer, which is exemplified with the “star designer” phenomenon of
the contemporary times. This notion also relates to the discussion on the issue of
functionality, marking functionality as a property of the non-art object. This points to
a similar tendency in craft and design, which by definition both aim at functional,
utilitarian forms, but which claim an elevated position of art within the
interdisciplinary structure. Thus, some questions arise: Just like the separation
between high art and low art, can we talk of a similar distinction between high and

low design? And what role does craft have within this separation?

The discussion related to the intellectuality and conceptuality of art versus the

materiality of craft, can also be traced up to today’s design discourse. Designing is a
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conceptual work, which needs to be materialized in order to be able to perform its
intended function. However, the question is whether the concept or the material form
becomes more dominant in the designed product. Considering the above discussed
shift from the ostensive to the discursive paradigm initiated by the work of
DuChamp, we can observe a similar tendency to emphasize the concept rather than
the material form in design. This has not been at a level to be considered a paradigm
shift yet, however is exemplified by an increasing tendency towards conceptual

products, which will be elaborated on more in the next section.

The role of craft within these new tendencies in design needs to be questioned. One
of the most significant aspects of craft is that it is based on personal knowhow and is
not restricted by large production requirements of the industry. This gives a certain
amount of liberty to the craft practitioner, which enhances the possibility of
creativity. Again for the same reason, as discussed above as the amateur attribute of
craft, certain crafts can be practiced even by amateurs; thus leading to a diffusion
between amateur and professional activity. This diffusion may have various positive
or negative effects, but one to be mentioned would be that amateur craft may enable
larger populations to the right of production without the need for a very large capital
of knowledge or investment, thus democratizing production. At this point, turning
back to product design, what effect could amateurism have for designers and what

role could they play in this notion of amateurism?

The matter of democratizing the right for production can also be traced back to the
ideas of William Morris evolving around the idea of “politics of work”. As explained
by Greenhalgh (1997) this idea is based on the possibility of a better society on the
need to engage in creative work. Having developed as a concept resisting the
industrialization of work within the context of industrial revolution, within the
present context parallels can be drawn with the idea of social sustainability, which
has been a dominant discussion in the contemporary design discourse. At this point
the above discussed inferiority of craft with respect to art and industry, can turn out
to be the roots for its creative potential, as it is this inferiority that leaves craft outside
dominant production networks and leaves it in a space for more creative action. This
notion is exemplified with the notion of activism through craft, which will be

discussed in more detail in the following section of the study.
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Another important point to be further evaluated is the notion of the uniqueness of the
crafted object versus the multiplicity of the industrially produced object. Industrial
production is based on multiples, and thus, industrial design by definition is also
based in multiples. However, within today’s design discourse, referring to the above
mentioned tendency to move design from the factory to the studio, a redefinition of

the design practice is evolving regarding the notion of multiplicity.

Apart from craft’s implications as a production process, its formal and conceptual
characteristics, which are a result of this production process, also become important
in the design discourse. Morris’s emphasis on the issue of dignity imposed by the
hand of the maker to the crafted object can be identified in today’s consumption
patterns as an added value. This is reflected in symbolic qualities of designed objects,
which use a craft aesthetic to differentiate the product as a product of quality and
grace. Decoration as styling referring to a craft identity is also a problematic case, in
which there needs to be a distinction drawn between excessive decoration and
craftiness. These issues also need to be further developed in relation to product

design.

The effects of digital software in the design process has had a massive impact on
design and production patterns as has been discussed above. In terms of the process,
digital software needs a different approach from the traditional craft approach in
which the craftsman makes decisions during the production process. However, with
computer software formal decisions need to be made before and the designer needs
to envisage what s/he wants to do before starting to work on it in the virtual

environment.

The effect of technology on various productive disciplines including art, craft and
design has been so vast that, these disciplines have to reposition themselves bearing
in mind the changing possibilities in the creative processes. In terms of product
design, especially in industrial product design, the designer becomes a link within the
whole of the production structure. Craft, in its traditional sense, runs the risk of
becoming seen as a redundant technology and hand-made becomes a choice in
design rather than a necessity. These changes cannot be resisted, but needs to be

accorded with.

The following section will seek to reflect on questions related to craft’s position with

respect to product design, taking into account the above mentioned transformations
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of art, industry and technology and their assocations and implications within
contemporary design practice. At this point it should be also noted that by product
design is meant a wide set of practices including the design of functionl objects of
quotidian use, other subcategories such as design of fashion and accessories or the
design of interdisciplinary objects which may fail the design test from a functionalist

perspective, however becoming “pieces of design “ as in the sense of “pieces of art”.
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3. CRAFT AND DESIGN

3.1 History and Definitions

Risatti (2007) discusses the differences between workmanship, craftsmanship and
design referring to Aristotle’s classification of knowledge. Aristotle groups
knowledge into three categories, namely theoria, praxis and poesis. Theoria is
theoretical or cognitive knowledge such as the technical knowledge of formulas and
temperatures needed to make ceramic out of clay. Praxis is practical or “how to”
knowledge, such as the ability to manually form clay into a vessel. Poesis on the
other hand, is the knowledge involved in making, producing and creating something.
According to Risatti, design is the product of a creative imagination, and
workmanship differs from design in that it is directly connected to the technical
ability of the hand to work physical material. Thus, workmanship can be defined as
labor produced by the noncreative hand. However, workmanship is not to be
confused with craftsmanship . Risatti associates craftsmanship with Pye’s concept of
“workmanship of risk”, which would be “the workmanship using any kind of
technique or apparatus, in which the quality of the result is not predetermined, but
depends on the judgment, dexterity and care which the maker exercises as he works”.
In this sense, design relates to the realm of theoria, since it involves abstract
theoretical knowledge- “designs after all, are abstractions, formal inventions for
things that exist in theory, not in reality”. Workmanship on the other hand, is related
to the realm of praxis, since it involves practical, manual skill. Risatti, thus concludes
that “design is a process of inventing form and workmanship is the process of filling
that form with material”. Craftsmanship, on the other hand, fuses theoria and praxis
because it has both abstract and practical, material aspects. It is not limited to the
execution of technical manual skill, but also involves the creative imagination in the
employment and guidance of that skill through the hand. Thus, craftsmanship can be
seen as in the realm of poesis as it is a creative act in which actual physical form is

brought together with an idea or concept.
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The development of industrial design as a discipline coincides with the years of the
First World War, when a class of visually conscious individuals, sometimes termed
commercial artists, emerged to provide options on the basis of which consumers
could make their aesthetic choices. In this period, up to 1914, no model or
methodology existed for design and it developed mostly based on the way things
happened in the decorative art industries in the past. Within this context, the first to
be termed industrial designers came up among the artist/craftsmen of the period;
however, the tasks and domains of work became controversial. Two main approaches
existed: an approach of using the in-house anonymous designer and another of using
the external consultant designer/fine artist whose name was used as a distinguishing

aspect for marketing (Sparke , 2004).

Sparke (2004) also mentions that some producers, while adapting to industrial
production for economical reasons, kept their traditional crafts production running to
preserve the artisan image; and gives as an example the ceramic producer Doulton,
which continued to create its artifacts in the studio with traditional methods,
employing fine artists to both model and decorate its wares; but also kept up with
producing stoneware drainpipes, which were also designed, but without the treatment
of the fine artist. Another interesting example is provided by Heskett (2002) as the
firm WMF (Wiirttembergische Metallwarenfabrik) which set up a “New Arts and
Crafts Department” in 1927 as a place where artists could experiment with craft-

design as an alternative to regular mass production (Figure 3.1).

Figure 3.1: Products from the New Arts and Crafts Department of WMF
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Within the modern period, as a result of industrialization, Greenhalgh (1997) marks a
shift in the area of craft production, stating that the discoveries in the manufacturing
techniques also transformed the production process itself. Unlike the craftsman who
could make decisions during the process, with the new system the new designer
needed to decide on aesthetic choices before the manufacturing.
The need to make decisions earlier represented an important paradigm shift from the working
process of the artisan, who had depended on tacit skills, to that of the designer for industry,
who had to undertake more self-conscious, rational planning (Greenhalgh, 1997).
This paradigm shift also contributed to the redefinition of the process of production
and a factioning of disciplines, in which craft gained a controversial existence in a

hierarchical order.

Hauffe (1998) states that in the process of transition from handwork to industrial
production, conceptual work- the planning of an object- began to separate itself from
work by either hand or machine. This lead to craft’s loss of certain attributes, which
eroded its already controversial position with respect to art and industry.
The modern concept of design, and the process that underpinned it, superseded the traditional
decorative arts, and the craft process that had generated them, as a direct result of the
development of division of labor within industrial manufacturing. This new means of
producing goods caused the work of the traditional artisans to become fragmented into a
number of new, differentiated tasks (Sparke, 2004).
Greenhalgh (1997) continues the argument stating that the factionalization of the
discipline lead to the creation of craft as a distinct class that was part of hierarchical
order with other disciplines, a hierarchy in which craft lost its priority to art and
design.
In the inter-war years, the pioneer generation of thinkers and makers gradually died off and
the conceptual unity of craft was undermined by factionalism and partial readings. The
process of its stabilization and institutionalization gathered pace then, as did the idea that
craft was a distinct class based upon processes and genres rather than ideas. After the Second
World War, and particularly after 1960, institutional recognition of class was complete
(Greenhalgh, 1997).
Returning the argument to design, a foundation of the post-war period that had
significant effects on the perception of design in future decades was the Staatliches
Bauhaus Weimar. The education in the school, which was formed in 1919 under the

direction of Walter Gropius, and was closed under the Nazi rule in 1933, focused on
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hand work as a guarantor of good design, and the importance of master apprentice
relationships. Walter Gropius explains the essentiality of craft in artistic production
and Bauhaus education as:
Artists, sculptures, painters, we must all return to the crafts! For art is not a profession. There
is no essential difference between the artist and the craftsman. The artist is an exalted
craftsman. In rare moments of inspiration, transcending the consciousness of his will, the
grace of heaven may cause his work to blossom into art. But proficiency in a craft is essential
to every artist. Therein lies the prime source for creative imagination. Let us then create a
new guild of craftsmen without the class distinction that raise an arrogant barrier between the
craftsman and artist! Together let us desire, conceive and create the new structure of the
future, which will embrace architecture and sculpture and painting in one unity and which
will one day rise toward heaven from the hands of a million workers like the crystal symbol
of a new faith...The Bauhaus wants to educate architects, sculptors and painters of all levels,
according to their capabilities, to become competent craftsmen or independent creative artists
and to form a working community of leading and future artist-craftsmen. These men, of
kindred spirit, will know how to design buildings harmoniously in their entity- structure,
finishing, ornamentation and furnishing (Gropius, 1919).
This merging of the artists and craftsmen is consistent with the goal of the German
Werkbund, established in Munich in 1907, which was to enable industrial work by
the cooperation of art, industry and handcrafts (Hauffe, 1998). Within this line of
thought, Gropius’ approach to a craftsman is also similar to Morris’ ideal that artists

should become craftsmen, mentioned in the previous section. Adamson (2008)

positions the teaching of craft at Bauhaus as an instrumental basis for this ambition.

According to Adamson (2008), Gropius was against the division of arts to fine and
useful arts, and found artistic potential within all modes of technological production.
He was against artists’ use of artistic production for self expression, and claimed that

artistic production should relate to the context of inquiry into the materials.

Bauhaus workshops, each had two supervisors: a master of form (an artist) and a
master craftsman. The intent was to promote the students’ manual and artistic skills
equally. However, with time the craftsman became subordinate to the artist and the

autonomous artist was the center of attention (Biirdek, 2005).

Students at Bauhaus, being in a school environment had the possibility of making
their own designs, prototypes, models, not being troubled much with the commercial
application of their ideas. However, according to Dormer (1997), designers could not

afford the luxury of Bauhaus theory for its own sake in the actual working
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environment where commercial factors became more dominant. And this lead to a
paradox, which was solved according to Biirdek (2005) in the latter years of Bauhaus
(1923-1928) with the retreat of undirected artistic experimentation in favor of applied
design tasks. In this case, standardization, series manufacturing and mass production

became the backbone of Bauhaus activities.

The Bauhaus had its effects spread even outside Germany, especially in America as
many of its instructors fled away from the Nazi rule to the United States. Adamson
(1998) provides a comparison between the educational philosophies of the Bauhaus
and the Black Mountain College founded in North Carolina over the work of Joseph
Albers, the instructor of the preliminary materials course at Bauhaus (1922-1925).
His teaching method was based on continuous experimentation of the student’s own;
without preset rules; however the aim was not self-expression but to gain a complete
experience of the physical object. Contrary to Bauhaus, Albers’ pedagogy did not
intend for the students’ choice of vocation and preparation for industry, but his
consciousness about his potential and economical self-sufficiency. The Black
Mountain, approach contrary to the Bauhaus approach in which the encounter with
the material was one step to the road to specialized design, was simply an
experience, which might be applied by students in any manner. The Bauhaus set by
Gropius, although being influential on Albers early in his career as an educator, later
in his career lead to an approach to teaching not as the transmission of a discrete set
of skills, but rather as an opportunity to give students the sense of what it was like to

be skilled at all.

Biirdek (2005) marks the importance of Bauhaus in the development of modern
design as:
Gropius’ postulate, “art and technology- a new unity” was aimed at producing new experts
in industry who would be competent both in modern technology and in the corresponding
language of form. Gropius thus laid the groundwork for the transformation in vocational
practice that turned the traditional artisan craftsman into the modern industrial designer”
(Biirdek, 2005).
Dormer (1997) traces the roots of modern design even further back in time, to the
Arts and Crafts movement:

The philosophical positivism of craft as defined by the pioneers of Arts and Crafts Movement

resulted in objects without irony or critique. Rather, they made exemplars of an appropriate
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way of living. Their politics, which were as radical as any within the fine-art world, emerged
in the process they made and lived by. It was this positivism that fed one of the other great
treads of modernist practice, the Modern movement in design ... The tendency among
historians of architecture and design has been to depict craft as the forebear that lost its way
by the time of the First World War (Dormer, 1997).

Sparke (2004) sets the period for modernism between 1900 and 1939, defining it as
an ideological baseline for design practice, and as an aesthetic ideal which influenced
a new generation of designers as well as the many nations which sought to
distinguish themselves as “modern” after the Second World War. She identifies the
machine, with its links to functionality and rationality as a key metaphor in modern
aesthetics; and attributes the emergence of design as a discipline to the need for a
means to achieve harmony between technology and culture, in which case
manufacturing noticed that it had to incorporate an element of “art” into the business

to supply the consumer demand.

Duncan Alastair (1990) defines the term “modernism” as one being adopted to
describe a diverse range of architecture, decorative, applied and graphic arts created
between 1880 and 1940, from the merge of the British Arts and Crafts Movement to
the outbreak of the Second World War. “The term commonly applies to those
forward looking architects, designers, craftsman who managed to escape historicism,

the tyranny of previous historical styles and calcified culture” (Alastair, 1990).

Hauffe explains the philosophy of modernism, and of functionalism as its main
approach to design as: “first the form of an object had only to suit its function, and
must not include any superfluous ornamentation; and second, the industrial
conditions of production demands a standardized, simple, geometric language of
form in order to be able to produce good-quality and durable products inexpensively,

as was necessary for social reform.” (Hauffe, 1998).

Edgar Kaufmann identifies twelve perceptions for modern design in his 1950 article
“What is Modern Design?” some of which have close associations with craft

practice. Among these are:

e Modern design should develop forms, textures and colors that spring from
the direct fulfillment of requirements in appropriate materials and

techniques.
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e Modern design should express the qualities and beauties of the materials
used, never making the materials seem to be what they are not.

e Modern design should express the methods used to make an object, not
disguising mass production as handicraft or simulating a technique not
used.

e Modern design should master the machine for the service of man.

Evaluating craft within the lines of thoughts of modernism and functionalism,
Dormer (1997) explains craft as having attributes harmonious with functionalist
theories. Craft objects may be functionally expressive, but not necessarily at the
expense of the expression of other values, including the personality of the maker;
besides Morris’ craft ethos has an emphasis on inseparability of process and product,
which is reflected in the functionalist ideal that an object should bear the language of
its process of production. Craft objects conform to the functionalists’ belief that the
ethical, as well as the aesthetic value of an object is derived from the way in which it

is made.

On the other hand, Frank Llyod Wright, in his (1901) article The Art and Craft of the
Machine, states that simplicity without idle decoration should be the aesthetics ideal
to be reached; and that craft forces the material to become something else, masking
its real nature. However, it would be necessary at this point to return to a definition
of decorative arts and decoration. “Decorative arts” is a term covering a wide range
of disciplines, as has been explained in the previous part and craft could only be a
concept among many within its realms. As Glenn Adamson states, the term “craft”
should not be confused with decoration. Decorated objects may or may not be
crafted; and crafted objects may not be decorative. Decoration is a form, however

craft is a means (Adamson, 2008).

Penny Sparke (2004) attributes the hostility to crafts from the functionalist camp to a
paradox in craft’s application in industry. For example, she portrays Bauhaus
productions as being metaphors for mass production as well as potential prototypes
for it; however, she states, the aesthetics of functionalism, created by a craft
approach was not suitable for mass production. The objects crafted in workshops had
a loyalty to material properties and were expressing their process of production as
well as function; however when the same object was transferred to mass production,

its crafted properties became one of excess decoration. In this sense, although
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functionalism proved usable for architecture or craft based artifacts, the impossibility
of applying the rational, essentially craft-based philosophy of “form follows

function” did not suit well with the requirements of mass production.

3.2 Craft in Contemporary Design

With the economic crisis of the 1970s, the consumer society took a hit; and design’s
task in society came to be a subject of critique. Some designers, who did not want to
be pawns of industry, supporting a value system that no longer proves to be
purposeful, chose to work independently, experimenting for themselves. These

experiments gave way to perceptions of new possibilities in design (Hauffe, 1998).

Biirdek (2005) explains young designers’ attempts to undertake design, production
and marketing as a unified whole in the 1970s as a reaction to the specialization of
labor in which designers became responsible for just one part of a product in a large
company. In this case, as Helen Rees (1995) puts it, the most suitable combination
for a designer who wanted to preserve her control over the product, was to combine
the roles of an inventor and entrepreneur in order to end up with a product that has

much in common with a craft object.

Penny Sparke (2004) identifies another generation of designers in the 1980s, such as
Ron Arad and Nigel Coates, emerging with the image of the “enfant terrible” of the
design scene which, according to Sparke served to sustain the myth that they were
linked to members of the early twentieth century modernist avant-garde. At the end
of the twentieth century, however, in the context of postmodernism, the main effect
was not one of shocking their audiences but rather of visibility in the media and
commercial success, which took the form of an added value for the products offered

in the market place.

The ideal of the luxury crafted products and the experimental approach of the
“marginal designer” that created them can be traced up to the contemporary
phenomenon of the “star-designer” who comes to be regarded as the new fine artist
of our era. Guy Beggs explains this phenomenon as:
Designers responded to the challenges of new technology and increasingly questioned the
importance of function as they embraced creative ‘play’ to produce one off pieces or limited

editions. With greater numbers of designers and teachers engaging in self-expression and the

exploration of new materials, design started to be talked of as the new fine art, and collectors
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and museums were soon competing for the latest work from emerging stars. This growing
interest in hands-on exploration by designers encouraged renewed engagement with craft
skills that had in recent years become increasingly remote. In a reaction to recent concerns
with machined perfection and minimalism emerging designers showed increasing interest in
an emotional engagement with the designed object, as well as with the nature and potential of
materials and hand craft techniques used to produce it (Beggs, 2008).
Ron Arad, Maarten Baas and Yilmaz Zenger, although coming from different
cultural backgrounds, can be given as three examples among many for designers
engaging in craft skills and using the potential of materials. Zenger’s designs
embrace a modern look and sculptural forms, generally working with fiberglass
employing his hands-on design and production, working and experimenting with the

material on the first hand (Figure 3.2).

Figure 3.2: Fiberglass furniture by Yilmaz Zenger

Hiimanur Baglhi (2001), on her study titled Craft and Design as Tools of
Representation (Temsil Araglart Olarak Zanaat ve Tasarim), focuses on craft’s
transformation from being a production process to being an object category, and its
use as a cultural representation tool in the context of tourism. Bagh analyses craft
objects as representations of time, place, function and production, and defines a
conceptual model, in which objects become representations of these categories in
various modes (Figure 3.3). According to Bagli, the craft object can be seen as an
object category which is a symbol of the local or folk culture that it is referring to,
and is thus outside the system of artificial differentiation among products formed by
the contemporary consumption market. However, within the reality of contemporary
market, the craft object can not escape becoming part of this system. Today craft
objects inevitably become sole representations of the values they once really

possessed (Bagli, 2001).
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Figure 3.3: Samples from Bagli’s research on craft as a representation category

Although Bagli’s study mainly focuses on the touristic object, her foundings can be
interpreted in a more general context. An example would be the imposing of formal
qualities of craft on designed objects in order to identify them with the attributes of
craft, independent from the object’s being actually crafted or not. This appears in the
form of decoration or by emphasizing the properties of the material or by using
visual references that have connotations of a craft aesthetics. This approach can
contribute positively to the design, introducing the feeling of warmth and touch of
the human hand to the manufactured product, however can also lead to the object
becoming kitsch and loss of identity of the product if not blended conveniently

within the context of use.

Figure 3.4: Product using embroidery as a starting point for the design designed by Hella Jongerius
for Droog design
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Adamson (2008) gives products of Droog design as successful examples of using
craft imagery and processes, which result in subtle products (Figure 3.4). Adamson’s
view 1is that craft’s so-called inferiority is its actual potential in today’s design

discourse if only it is evaluated and used justly and innovatively.

Dennis Stevens (2008), marks craft’s acquisition as a position in the consumer
culture as a life style. According to Stevens the choice of an object because of its
craft property has become a statement about the identity and choices of the
consumer. This attributes craft the notion of a lifestyle which forms a paradox with
craft’s alternativeness to the popular consumer culture.
This notion of lifestyle is a condition of modernity that is provided to us by the rise of mass-
consumption and consumer culture. The condition of lifestyle and the commodity culture that
is often associated with modernity, is ironically, often the very set of social conditions that
craft strives to act against. However, in striving to distinguish itself as a community which is
distinct from consumer culture, particularly in its shared belief that handmade art objects are
nobler than those that are mass-produced, in the process, the craft community distinguishes
itself as a lifestyle. It does this via its own ideology which is primarily concerned with an
admiration of the comparatively inefficient processes of making things by hand from raw
materials (Stevens, 2008).
Dominique Reynie (2008) defined the present market scheme as “a global identity,
the dematerialization of processes, the mass and low cost market, and above all, the
conviction that each thing we buy is easily and quickly replaceable”. According to
Reynie, in this scheme of globalization, people are looking for “rooted objects, things
with strong - because specific - history, real identity, characterized by either where
they come from, what artist created it, or the materials used for its making”. For
some people the dexterity of the producer, the time, talent, imagination and
knowledge that he puts into the product determine the value of the product. Reynie
defines this value not only in its economic dimension but also in an ethic and even

political dimension.

Baudrillard (1968) on the other hand, explains the reason why advanced people seek
out signs extinct to their own time and space, as a demand for authenticity embodied
in the mythological object occurring in the present, also having occurred in a former
time. He explains the demand for hand-made goods with the same logic:

The fascination for hand-made or native products ...arises less from their picturesque variety

than from the anteriority of their forms or their manufacture, and from the allusion they
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contain to an earlier world-invariably a throwback to the world of our own childhood and its

playthings (Baudrillard, 1968).
Sparke (2004) approaches the craft object’s associations with the concept of time,
considering its position with respect to the ephemerality of mass produced goods.
According to Sparke, crafted objects are not only made to last, but “they are made to
look as though they are going to last”. And a large part of their appeal lies in their
resistance to fashion and their appearance of timelessness. Again here, the system of
representation comes forward, and the image of the craft object becomes dominant to

its actual objecthood.

Adamson (2008) uses Veblen’s Theory of the Leisure Class to explain the choice for
crafted objects over uncrafted ones. According to this line of thought, articles are
preferred for use to the extent that they are expensive and wasteful, rather than being
functional or appropriate. The gratification we get from products is mostly a result of
their honorific character rather than the appreciation of their real beauty. Veblen
explains this comparing a machine made spoon and a hand-wrought spoon, stating
that even though the former is probably much more adapted to its purpose, and much
more perfect in form, the latter would be considered more beautiful because of the

capital in terms of time, money and effort invested on it.

The point of material difference between machine-made goods and hand-wrought goods
which share the same purposes is, ordinarily, that the former serve their primary purpose
more adequately. They are a more perfect products- show a more perfect adaptation of means
to end. This does not save them from disesteem and depreciation, for they fall short under the
test of honorific waste. Hand labor is a more wasteful method of production; hence the goods
turned out by this method are more serviceable for the purpose of pecuniary reputability;
hence the marks of hand labor come to be honorific, and the goods which exhibit these marks
take rank as of higher grade than the corresponding machine product. Commonly, if not
invariably, the honorific marks of hand labor are certain imperfections and irregularities in
the lines of the hand-wrought article, showing where the workman has fallen short in the
execution of the design. The ground of the superiority of hand-wrought goods therefore, is a
certain margin of crudeness. This margin must never be so wide as to show bungling
workmanship, since that would be evidence of low cost, nor so narrow as to suggest the ideal
precision attained only by the machine, for that would be evidence of low cost (Adamson,

2008).

Follwing this line of thought, craft as a visual identity is characterized by a sign of

excess labor, a sign of waste that adds as a value over the basic form required to
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perform the function. Within this sense, a product with a striking craft image would
be the Crochet chair by Marcel Wanders (Figure 3.5). The chair is constructed from
individual, hand-sewn crochet flowers that are stitched together, formed over a
mould and stiffened with resin. The production process is dominantly craft based, as
well as the visual identity of the resulting product, which, in Adamson’s terms,

expresses a dominion of honorific waste.

Figure 3.5: Crochet chair by Marcel Wanders

Risatti (2007) establishes an analogy between art, craft and design in terms of the
adjective “fine”, which he claims can be attributed to all three to define certain
distinctions based on the intention of the maker. As Risatti puts it, the addition of the
adjective “fine” to art established a separate category for what was deemed “serious”,
it became a way to separate the work made with the intention to art from look-alike
objects. Similarly, different from utilitarian craft intended to be useful in a handy and
practical way, “fine” craft or studio craft, is intended from the outset to be special, to
go aesthetically beyond what is demanded by mere utilitarian function. This,
according to Risatti, is analogous to “fine” design, which are objects intended to be
special because of their aesthetic qualities, while those intended to simply serve
everyday needs are utilitarian. In all cases, the adjective “fine” implies that “what the

object intends is always more than what the object literally is or does (Risatti, 2007).

Risatti (2007) visualizes these distinctions under his diagram of man-made things

(Figure 3.6).
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MAN MADE THINGS

PURPOSE
Applied Physical Function Visual Communicative Function
containers . . .
covers 2-d!mens!onal images
supports 3-dimensional images
Machine Made Hand Made Machine Made Hand Made
Utilitarian Fine Fine Utilitarian Fine Utilitarian Utilitarian Fine
Design Design Craft Craft Art Art Art Art

Figure 3.6: Risatti’s diagram of man-made things

Dormer (1990) also discusses a similar distinction in design, dividing the concept of
design into two categories: heavenly goods, being objects designed for the rich to
buy; and token goods, objects bought by the “wish they were rich”. Within this
scheme he identifies a role for the property of craft. As today, unlike a hundred years
before, there is a limit to the performance a product can offer, most products are
already improved to the degree that, being able to pay more would not return a
higher performance; as performance is limited to the level of technology which keeps
improving and becomes commonplace every day. In this case, even though the rich,
“elite” consumer buys the best phone in the market, within weeks he can see the
same model acquired by one from the “ordinary” public. In this case, exclusivity has
to be invented by the inclusion of unnecessary details, at which point craft becomes a
property of distinction. Guy Julier (2000) exemplifies this phenomenon with the case
of the Aston Martin Lagonda Motor Car (Figure 3.7). It may be unnecessarily hand
built in an age when computer controlled manufacturing may give a much higher
standard of workmanship; however, as Dormer explains, “The power to have the
exclusive rights to another person’s labor is appealing because the possession of
someone else’s time is an absolute. All the other aspects of an object can be copied

and mass produced and, horror of horrors, popularized” (Dormer, 2000).
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Figure 3.7: Aston Martin Lagonda Hand produced car

Juan Carlos Santos (2008), in his article Trends Evolution in the Crafts Market,
identifies three emerging trends in the context of contemporary crafts, which he
terms as “neo-crafts”, the first one being the positioning of craft in the luxury market.
Santos marks the redefinition of craft in the luxury market as tending to emphasize
traditional values, cultural references and the use of ancestral techniques and wisdom
associated with sumptuous crafts, as an expression of status, elitism and

sophistication.

A second trend identified by Santos (2008) is one in which the concept of handicrafts
is associated with an attitude of independence, social responsibility and authenticity,
and which is very critical with the current model of society. Closely linked with the
phenomenon of social networking, it is based on highly accessible products which
emphasize ecological values, solidarity, participation and human values in response
to the established model of consumerism. One exponent of the independent approach
is the do-it-yourself approach that embraces both amateur work and work that has
turned into professional activity especially through web-blogs as well as promoting

social contact and activism through crafts.

One example would be Counterfeit Crochet Project of Stephanie Syjuco, which takes
up hand-counterfeiting designer handbags of expensive brands such as Gucci,
Chanel, Prada, etc. (Figure 3.8). Voluntary participants choose particular designs
over internet and create handmade crochet replicas of it, which becomes a question

on the originality, value and prestige of the “original” item.
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Figure 3.8: Replication for Counterfeit-crochet project

Betsy Greer who wrote her master’s dissertation on knitting, DIY and community
development at Goldsmiths College London, and who has coined the term
“Craftivism” as a combination of activism and craft; writes on the issue over her
weblog, including links to many people and organizations adopting a similar activist
approach to design.
...each time you participate in crafting you are making a difference, whether it's fighting
against useless materialism or making items for charity or something betwixt and between...
Craft and activism both take and inspire passion. When used as a joint force, they can quite
possibly begin to slowly challenge and change things...we need to find ways to react against
what is happening without either giving up or exploding. (http://craftivism.com/what.html,
accessed 11th June 2009)
The use of craft as an intervention to the conventional is also exemplified by Otto
von Busch, a fashion designer from Sweden, who works specifically on the idea of
“hacking” as a culture of reclaiming, reconstructing and reusing of systems. He has
organized several counterfeiting workshops in Istanbul in 2007 (Figure 3.9), each
one lead by a different fashion designer chosen and invited by Bush. The workshops
were open to everybody and all that was expected from a participant was to bring
some old cloth or material that could be used for the recreations. Among the results
were thrilling new designs such as evening dresses for women made from men’s
suits. The idea behind his work is not to deny the main fashion system, but to create
an “inner” resistance by taking initiative, employing crafts and materials available to

produce alternatives.

52



Figure 3.9: Image from the counterfeit workshop organized by Otto von Busch (2007)

The do-it-yourself approach gave way to the emergence of a new craft based
designer-maker, akin to the master-craftsmen of the pre-industrial period. During the
1990s this philosophy progressively extended through the booming art and design
schools of Northern Europe and England, fuelled by the renewed appreciation of
experimental design, personalized products and signature design, which led to the
emergence of the so-called “designer-makers”: design students who become artisans,
artisans who learn to design or artisans and designers who collaborate together

following the guidelines of both (Santos, 2008).

Guy Begs (2008) associates the development of the new experimental approach to
design in Britain with setting up of the Creative Industries Task Force soon after
Blair’s winning of the election in 1997. According to Begs, during this period a small
new industrial revolution was taking place. As mass production declined in many
sectors a rapid expansion of small to medium sized design led companies, competing

through quality rather than price, began to emerge.

The new type of experimental, hands-on designer provides a base for the third major
trend identified by Santos (2008) which is related to the demand for conceptual
products that express advanced and provocative ideas and which invite us to reflect.

Louis Manzanti (2004) positions this new craft between the functional sphere of
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design and the critical potential of art. In this case the concept of handicrafts
emphasizes the narrative aspects of the object. Santos (2008) gives Droog Design as
a clear example of this trend, and identifies this new approach uniting crafts and
design as providing a new definition for contemporary craft.
The fundamental base of this new concept of handicrafts lies in conceptual design, a modernist
and experimental design based on the expression of ideas and attitudes which question the social
imagination, in search of the emergence of a new paradigm. Contemporary crafts have in this way
become a field for sensory, formal and symbolic reflection and experimentation through
confrontation and dialogue between tradition and innovation, natural materials and intelligent
materials, manual techniques and new technologies, and local identity and global development,
thereby establishing themselves in the vanguard of new cultural and market trends (Santos, 2008).
Santos (2008) identifies certain strategies for conceptual crafts. According to Santos,
the exploration of the expressive possibilities of new materials, associated in many
cases with other more traditional materials provides for innovation making use of the
results of materials engineering available even over online databases. The
incorporation of new technologies, that is facilitated with the progressively cheaper
prices, together with the development of an auxiliary industry open to
subcontracting, enables the execution of more complex tasks combining different
types of materials in a faster, simpler and cheaper manner. The adoption of new
promotion and marketing strategies, including communication and promotion
through web, provide cheaper means reaching wider populations of customers. A
commitment to design and innovation is a final strategy that has brought conceptual
crafts to its position today. According to Santos, the link between "virtual" design
techniques, based on computers, and "material" design, based on contact and
experience with the material, has developed into an exciting experimental field,
strengthening collaboration between artisans and designers and the complementary

training of each of these groups.

Apart from the above stated three major trends in the evolution of handicrafts, Santos

(2008) also defines other trends which also offer their own contributions:

o Artistic crafts, comprising unique works for collectors

. Radical crafts, associated with emerging design movements
. Recreational crafts, considered as a social and leisure activity
. Ethnographic crafts, based on the preservation of traditions

54



Santos summarizes the major and minor trends of contemporary craft production in a

diagram of craft market segmentation (Figure 3.10).

HIGH MARKET
ARTCRAFT
LUXURYCRAFT MINDCRAFT
=
& &
= <)
o
TRADITION = = INNOVATION
- |
FOLKCRAFT oIy
RECREATIVE CRAFT
LOW MARKET Juan Carlos Santos 2008

Figure 3.10: Craft market segmentation (Santos, 2008)

With these new ranges of practice included into the crafts, contemporary craft
practice has come to include making by hand, making and designing by computer,
making with natural materials, man-made materials, utilizing an increasing range of
skills and techniques. However, Sandra Wilson (2004) states her concern that this
widening of the scope of craft and craft’s merging with the practice of design
introduces the risk of losing sight of the essence of craft altogether. According to
Wilson, “it is time for us to assert the essence of craft not design and focus on
providing opportunities for learning and understanding that is concerned with
developing a deep and meaningful relationship within nature that contributes to the

shaping of the crafts person as much as the craft” (Wilson, 2004).

Katherine Molline, (2007) gives reference to Guta Moura Guedes, the founder of
Experimenta Design in Spain, who defines “new craft” as "concerned with identity,

autonomy, the need to bypass mass production and to respond to a society tired of
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constant neutrality." According to Guedes, new craft denotes emerging links between
design, craft, and "new technologies and new production and distribution systems."
Guedes maintains the distinction between craft and design practice, and attributes the
emergence of new craft to questions about how to react to the continuous
massification of production in today's world, how to integrate local features into

global systems (Molline, 2007).

Reinforcing Guedes' assertion that new craft is a response to globalization, Emily
Campbell (2005), Head of Design and Architecture at the British Council, presents
four distinct threads running through new craft: digital technology providing new
tools and spaces for self expression; the marriage of local craft traditions to
international design and production systems; the evolution of new distribution
networks outside conventional commercial channels; and the recycling or remaking

of banal or industrial products into newly meaningful objects (Molline, 2007).

3.3 Evaluation

According to Helen Rees (1997), the relevance of the concept of craft for product
design is being underestimated by the general designation of design as being
“industrial”. The industrial in front of design becomes problematic as it carries
connotations from the time of the industrial revolution. However, the conception and
definition of design has changed considerably from that time and designers today do
not produce solely for industry, but for the end user, the consumer, and also for

themselves.

Within the contemporary context, the concepts of art, craft and design and their
relationships and implications for each other become relevant subjects of discussion.
A historical understanding of craft and design, and their systems of thought provides

a basis for giving meaning to present dynamics between them.

Within the development of design, education institutions such as the Bauhaus and
German Werkbund have played a major role, and have also shaped the position of
craft within the design discipline both as a factor in the actual production process and
as a realm to be explored for the merging of the artist and designer. The effects of

industrialization and advances in technology such as 3d modeling and prototyping
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also enter as a determining factor in the dynamics between craft and design, as has

been discussed in the previous sections.

Cultural movements such as modernism, post-modernism or functionalism have all
acted as defining schemes for the designs of their era; and craft’s position within the
design practice has also had to adapt to these schemes. These continuously evolving
schemes and their implications for craft and design has been topics of study for
various scholars, however the consistency between theory and practice has been at

various degrees at various times.

Table 3.1: Summary chart for Craft in relation to Art, Industry and Technology

art ars, techne

high arts vs. decorative arts

material vs. conceptual

functional vs. non-functional

classification of disciplines

craft as supplemental to art

craft as amateur activity

ostensive paradign vs discursive paradigm

craft as alternative to modern

industry dignity of production/politics of craft

guild system

industrial revolution

decorative style

historicism

design as a separate discipline

Arts and Crafts Movement

Craft as an anti-thesis of industrial production

craft as requirement vs. craft as a choice

craft's transfer from the workshop to galleries

uniqueness of the craft object

technology | distributed knowledge

technology vs. hand production

aesthetic quality vs. efficiency of production

development in communication technologies

creativity

technology mimicking craft

craft mimicking technology
CAD/CAM
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Table 3.2: Summary chart for Craft in relation to design.

craft and design
workmanship, craftsmanship,
art ars, techne design
high arts vs. decorative arts fine craft, fine design
material vs. conceptual conceptual design
functional vs. non-functional experimental approach
separation of planning from
classification of disciplines work
craft as amateur activity amateur craft/design/DIY
ostensive paradign vs discursive paradigm conceptual design
alternative to consumer culture/
craft as alternative to modern activism
social responsibility/critical
industry dignity of production/politics of craft approach
craft as representation /craft as
decorative style a lifestyle
inspiration from cultural
historicism heritage/touristic objects
Craft as an anti-thesis of industrial production activism/craftivism/hacking
luxury crafts/craftsman vs. artist
craft as requirement vs. craft as a choice designer
design's transfer from factories
craft's transfer from the workshop to galleries to galleries
uniqueness of the craft object customization/heavenly goods
technology | technology vs. hand production new crafts
development in communication technologies globalization
creativity experimental approach
new crafts/experimental
CAD/CAM approach/efficiency
other Bauhaus
Vocational education
Apprenticeship
marginal/star designer
phenomenon
authenticity/timelessness
honorific taste ecological values

In this study, the literature on craft in relation to art, industry and technology has first
been presented. This review has provided a background for the apprehension of the
literature on craft and design. Pursuing the categories of art, industry and technology,
a summary of core topics that have been presented in Part 2 can be seen in Table 3.1.
It should be noted that the categorization of topics under the three categories of
“Art”, “Industry” and “Technology” are not exclusive and each topic can be
discussed from various under different categories.

aspects However, the
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classification in Table 3.1 has been provided to clarify the discussions in consistency

with the presentation of the topics in Part 2.

Table 3.2 summarizes core topics in the literature presented related to craft in the
context of design, as discussed in Part 3. The associations between topics on craft
and design, and certain topics presented in the previous literature on art, industry and
technology have also been established in Table 3.2. The discussions on craft and
design presented under the right column of Table 3.2 are used to derive categories for
the analysis of the qualitative research in Part 5. This categorization will be

explained in more detail in section 5.1.4.
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4. CRAFT IN TURKEY

4.1 The Craft Tradition in Turkey

Tracing the development of craft in the lands which are named today as Turkey is not
an easy task, as the heritage we are talking about has a limitless extension over
various cultures in time. Craft has always been a part of daily life for the people

living on this land.

The history of Turkish tribes dates back to 1000 BC to the times of the Kokturks,
who are the first to be named as Turk in history. Most of the Turkish art in Middle
Asia has not lasted to today. This is mostly due to their nomadic culture as the
materials used were wood, fabric and clay rather than more long lasting stones.
However, passing to Anatolia, the cultural products took more permanent forms
especially as permanent architectural forms. The craft tradition had gained a long
standing organization by the time of the Seljuks and in the Ottoman times reached a

peak with Akhism (Satir, 2006).

Sakaoglu and Akbayar (1999), define Akhism as the Anatolian version of the ninth
century Arabic organization of fiitiivvet, which first emerged as an Islamic formation
and then came to be common among artisans and craftsmen of the period. The
founder of Akhism was Dede Ahi Evran (1261 DC.), who himself was a craftsman
on leather work. Akhism was based on Islamic ethics; and provided a foundation for
organizing trades and work ethics within the artisan community. This foundation was
similar to that of the dervish lodges, where there was a similar relation between the
master and the apprentice to that of the sheik and his follower. The Akhi organization
had its separate units for each vocation in each city which had control over the
quality, production, capital, raw material, tools used, and work ethics within its
territory. The requirements of Akhism were not solely based on control over work
and production, but also entailed good behavior in accordance with religious order.
The members of the organization first entered it as an apprentice and later became

full members of the brotherhood after a period of maturity.
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Akhizm was dominant in the times of the Seljuks; and especially in the times when
the state authority became weaker, the Akhi organization gained control over
political authority. Akhism preserved its power in the social, economic and political

screen also at the times of the Ottoman empire (Sakaoglu, Akbayar, 1999).

As Ayla Odekan states, in Anatolia, daily utensils, architecture and interiors were the
main area of development for crafts. Metalwork was applied in lattices, door knobs
and minaret cones. The art of stained glass developed in the making of windows with
plaster lattices. Tiles were used extensively for interior decoration. Also consumption

items were enrichened by craft, such as embroidering, needle lace, calligraphy,

leather work, basketry, woodworking, etc. (Odekan, 2008).

Figure 4.1: Examples of traditional Turkish crafts (coppersmithing, telkari, carpet weaving, pottery
and wood working respectively)

Nazim Alpman (2009) in his documentary study of Anatolian crafts, gives a
documentation of fifteen traditional crafts of Anatolia, among which are telkari of
Midyat, iron work of Mardin, Diyarbakir and Safranbolu, evil eye beads of Gorece,

sepiolite craft in Eskisehir, glazed ceramics of Iznik and carpet production of Milas.
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However, considering that there were 168 chambers of crafts at the time of the
Ottomans around the fifteenth century (Sakaoglu, Akbayar, 1999), these fifteen

constitute just a minor part among the numerous crafts in Turkey.

Research on traditional crafts in the modern context of Turkey evoke worries that
traditional crafts run the risk of extinction in favour of industrial production and
changing needs of society. This is mostly attributed to the discontinuity of the
transfer of craft knowledge from generation to generation as craft as a professional
practice becomes less appealing to new generations (Satir, 1883; Siiriir, 1984;
Giilerman, 1984). Alpman (2009) reports an encounter during his research on
surviving Anatolian crafts, in which he asked a master why he did not have an
apprentice. The master explained that in the past they would have apprentices to
teach them the practice and train them professionally, in which case they wouldn’t
have to pay the apprentices. However, today people don’t see apprenticeship as a
training for a future profession, thus they want payment in return. And as there is not
much demand for the work of the craftsman, the masters do not actually need the
apprentice and thus, do not want to pay him. This situation demonstrates the effect
of changing social and economic conditions on the position of traditional craft in the

Turkish modern society.

Although the potential offered by the rich tradition of craft and artisanship in Turkey
is pronounced by many, whether this potential is documented and utilized to the
degree it should or not, presents a topic for discussion. To make use of this potential,
Secil Satir (1983) proposes that government funded research should be conducted on
which types of crafts exist in which areas of Anatolia. According to the results of this
research opportunities should be sought to renovate and make craft more efficient.
Satir categorizes the state of craft in Turkey as: crafts that disappeared but that can be
revitalized through historical research; crafts that are about to disappear and are only
surviving in the hands of several masters; and crafts surviving, but that could be

improved.

Ali Siirtir (1984) denies the claims that governmental support or support from the
private sector or the reinterpretation of crafts within a contemporary view can
provide any solution to the cultural erosion experienced in the area of craft in
Turkey. Instead, he states the problem as one of organization, education and

economy starting from a base level and proposes a recording and documentation of
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Turkish crafts leading to the identification of standards and the establishment of craft
councils or museums. Siirer also states that the academic research on crafts in
Turkey, has unfortunately been based on samples found in museums in Europe or

USA, limiting the Turkish scholar in researching his/her own values.

One of the most thorough studies of craft in Turkey has been conducted by the
folklorist Henry Glassie. Glassie, after spending ten years doing research on folkloric
craft production in Turkey, discusses the perception of craft in Turkey as being
equated by art. This perception appears clearly in the expressions of language. The
Turkish word for handicrafts is e/ sanatlar: which literally means “hand arts”.
According to Glassie (1993), for something to be considered art in Turkey, it must
contain signs of its maker’s presence. But makers differ in personality and style and
these differences appear in their works. “The maker lives in the work, forever in a
particular moment, and the object is described as though it were an instant of

behaviour, as though it materialized conduct” (Glassie, 1993).

Glassie divides the styles of Turkish crafts into three categories, serious, plain and
spirited (ciddi, sade, canlt). Serious works exhibit, through compound repetition,
“the masters command, the self trained into control”. The plain work is “the outward
manifestation of the pious master, standing straight and unadorned, dealing honestly,
working usefully”. The spirited work represent “the master’s spirit at a play”
(Glassie, 1993). Glassie explains the difference between these styles as follows:
The styles seem so different as to call for explanation in terms of differences of ethnicity, say,
or period or class or gender. The difference between the ciddi and the canli, the serious and
the spirited, compares with the contrast scholars use to distinguist Anglo-American from
Afro-American folk art. The difference between the sade and the canli, the plain and the
spirited, compares with the contrast between protestant and catholic folk art in Europe. But
no simple association will account for the difference in modern Turkey. These styles display
the Turkish artist, male or female, urban or rural, rich or poor, in different moods. Out of the

depths of artistic commitment, works unfold to show how people appear usefully, soberly,

playfully in the world (Glassie, 1993).

Examples of these three styles can be seen in Figure 4.2.
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Figure 4.2: Examples to Serious, plain and spirited styles respectively.

Ayla Odekan (2008) describes Anatolian Turkish art as a product of a very special
geography. Its circumstances of production have the quality of an open social
environment. Furthermore, the plurality and variety in the social structure is also an
important factor, as a result of which it is an environment distinct from close cultural
environments such as Japan or Finland. The design culture of Anatolian Turkish art

is intense and complex.

4.2 Craft and Design in Turkey

At the beginning of the twentieth century, unlike other colonial powers such as
England and France, Germany headed east to take the Ottomans under control via the
Balkans and Mesopotamia. And again unlike the other colonial powers, they used a
more peaceful propagation policy. This policy was based on cultural influence and
especially on influencing the education system. This period coincides with the
Balkan Wars, together with the Ottoman Empire’s loss of control over the area, in
which case Germany was embraced as a companion and its cultural influence
became welcome in the establishment of a new order. This influence of Germany
starting from the Ottoman times persisted also with the new Turkish Republic, until

the end of the Second World War (Artun, 2009).

Yasa Yaman (2009) states that with the establishment of the republic in 1923,
specific emphasis was put on the modernization of rural Turkey. Within this process

of modernization, Istanbul, which had its cultural accumulation of the Ottoman
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Sultanate and aristocracy, became the bearer of a more ostentatious style with its
baroque and rococo interiors and furnishings, while Anatolia with the new capital
Ankara became the scene for the establishment of a new modern style for the new
Turkish Republic. As stated by Koksal (2009), Modernism became the way to catch
up with the contemporary world, and a means for proving the maturity of the new

regime for the new Turkish intellectuals.

Odekan (2008) explains the struggle towards Modernism as leading the way to the
local versus universal debate, which resulted in the weakening of the ties with the
past. After the establishment of the republic in 1923, in a period when the new
regime’s objective was to catch up with the contemporary age, certain handicrafts
like weaving were considered to have cultural value from the perspective of fostering
a national consciousness and thus supported through exhibitions. However, the
processes of the industrialization of production, the reliance on modern architecture
and changes in the ways of living, disturbed the market for traditional handicrafts
and the handicrafts increasingly came to be produced more as touristic items rather

than to meet needs (Odekan, 2008).

Turan (2008) states that the effects of industrialization in the 1930s were mostly on
raw material production and energy fields, while mechanization of more traditional
production methods such as glass, leather, weaving, ceramics, metal and woodwork
took place in latter periods, between the 1950s and 1990s which coincides with the
planned development phase that Turkey entered in the 1960s.

Er (1993) states that industrial design appeared in Turkey in a specific context,
before the actual need in industry materialized. Thus, the development of industrial
design in Turkey is a story mainly concerning industrial design education rather than

its practice.

In the 1940s, a decoration workshop was established in Mimar Sinan University;
however, the first establishment regarded to be giving design education was Tatbiki
Guzel Sanatlar (Applied Fine Arts Academy) (Karakus, 2007). In 1955 the Turkish
Ministry of Education made a contract with the German architect Prof. Dr. Ing.
Adolf G. Schneck to assist in the establishment of this new school which would
educate creative individuals to pursue the practice of Turkish crafts. The education in
this school, was organized under five departments: Furniture, interior architecture,

decorative painting, textile, graphic and ceramic arts. Tatbiki Giizel Sanatlar started
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education in 1957, and gave its first graduates in 1960. The education program was
modeled on the German Bauhaus model, and extensive care was devoted to basic art
education with the students working in workshops most of the time. However, as
Aslier (2009) states, the school, which now evolved to be the Marmara University
Fine Arts Faculty, has gone through changes in its education program during the last
fifty years. The basic art and craft training has diminished to three-four hours a week
from its previous amount of three-four days a week. The applied workshop practices
has mostly been replaced by theoretical courses, and education had turned into
listening to a lecture rather than hands on experimenting (Aslier, 2009). This loss of
applied practice in the design curriculum has been a necessity rather than a choice. Er
(1993) explains this with the pushed development in education before the
development of a fully established design culture.
With the political pressure to increase the number of students enrolled in University
programs, the design departments were forced to accept more and more students, although
they were not ready to accept so many students. More importantly, there was no contact with
the industry about whether it needed such numbers of industrial designers; and if it did, what
kind of qualities it sought from an industrial designer (Er, 1993).
This rapid evolution of design within the efforts towards universal Modernism had
a switch in the 1980s when Turkey embarked into a transition from protective
industrial policy to liberal market economy. In this scheme, debates on the identity of
Turkish design started to appear, which led to the reconsideration of tradition as a
differentiation factor in the 1990s. This phenomenon emerged as a necessity of
globalization and opening to the international market; and has become the most

significant characteristic of Turkish design since the 1990s (Turan, 2008).

Turan (2008), evaluating craft from the perspective of cultural heritage, defines
tradition as “anything” that is inherited from the past to today, created by human
beings through the power of human thinking and intuition, and transferred from one
generation to the next by doing, making and acting. “Things as artifacts, as a result
and concrete form of human action and thought, moving in an orbit of human acts
again, have an important status in this transfer” (Turan, 2008). From this perspective,
handicrafts are a powerful and essential means for a transfer of tradition, which

became dominant in the context of Turkish design after the 1990s.
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Figure 4.3: Returning to tradition in Turkish design
(Designs by Faruk Malhan, Ela Cindoruk, Giilname Turan, Kunter Sekercioglu, Aziz Sariyer, Erdem
Akan and Ali Bakova respectively.)

Odekan (2008) also mentions the same phenomenon as an emerging interest in

traditional handicrafts after the 1990s, identifying craft as the new “neo” of the
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present, just as the nineteenth century had turned towards historical forms and had

created the neo-gothic and neo-renaissance.

Apart from its significance as a means for the transfer of the richness of cultural
heritage, the significance of craft based production for design in Turkey is not to be
underestimated. Sezgi (1996) states the importance of small scale production
networks in the global market due to their priority and flexibility in the transfer of
culture, capital and technology. Turkey, being a country still on the way to full
industrialization, has a strong substructure of artisanship even in cotemporary times,
and has a flexible network of small scale production that proposes an alternative to
mass industries. As Karakus (2007) states, the workshop, the artisan, the craftsman is
a major resilient force in the production of design in Turkey. “Alongside the cadres
of designers emerging out of academies, the reality of the artisans and their
connections to archaic models of production is a powerful force in the formulation of
Turkish design”. According to Karakus, the way production is organized in Turkey
as a mix of factories and artisans and the way it is consumed both in modern terms,
and in preindustrial terms provides the uniqueness of Turkish design loaded with a

solid degree of sensational and symbolic abstraction.

As a final remark it should also be noted that, in economic terms SMEs (which are
small scale production facilities with less than 250 workers) have a very important
role in the present Turkish economy, as they form 99.8 % of the production facilities
and provide for 76.7 % of the employment in Turkey. Thus, it becomes very
important that the SMEs gain a competitive character and the capacity to produce
products with added value by incorporating an awareness of design into their work

(Er, 2008).

4.3 Evaluation

The primary tendency when talking about craft in Turkey is to evaluate the concept
in a rather limited sense, being bound to its traditional understanding as a culturally
specific traditional way of doing things that needs to be preserved as a source of
cultural diversity which is disconnected from the reality of the present time.

However, as the main discourse of this study has been, craft needs to be understood
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as a dynamic concept that has its roots in the past, but that can evolve into a

completely contemporary tool if evaluated with regard to its true potential.

Craft was a major part of daily practices in the times of pre-industrial production;
however, as seen on the European model, it left its place to machines and large-scale
industry and repositioned itself as a choice rather than a necessity in the post-
industrial society. Turkey, being a country that still has not completed its
transformation to a fully industrialized society, preserves some aspect of craft
production within the emerging industrial context. However, contrary to the times of
Akhism, where craft and craft production was supported, regulated and organized as
an essential force in economy, today’s craft in Turkey has lost prominence and lacks

organizational support.

As design, which is a relatively new practice in Turkey, developed with the
precedence of design education, and design education developed based on European
models instead of a culturally specific model, Turkish design remained within a
paradox of tuning up with global dynamics and dealing with its specific cultural,
traditional structures including craft. In this sense, it could be said that craft and
design in Turkey is going through a similar transformation that Europe went through
in the eighteenth and nineteenth centuries, as explained in the previous section.
However, the background for this transformation is much more complicated in the
present times due to developing technologies of communication, loss of materiality
in favor of virtuality, effects of globalization on production, economy and culture. In
the present context, although culture and tradition become major forces and
peculiarities within the postmodern, hybridized, versatile structure of society and the
market, what becomes more and more difficult is to define culture and to claim the

purity of it.

Thus, in the next part of the study, exploring the concept of craft based on data
obtained from interviews with people effective in the design discourse, a scheme will
be carved out to provide some insight into definitions, associations and transitions of
the concept of craft. As the interviewees are all living and working in Turkey, socio-
economic structure of Turkey and design’s position within it becomes a background
for this study, which makes it necessary to take account of the above discussed

peculiarities of craft and design in Turkey for the analysis.
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5. A QUALITATIVE RESEARCH ON CRAFT IN THE CONTEXT OF
PRODUCT DESIGN

5.1 Method

Having presented a background from literature up to this point, a qualitative research
carried out to understand the concepts and discussions emerging in the context of
craft and product design is presented in this section of the study. The reason for
selecting this approach is that qualitative research allows in depth data on the
perceptions of the participants on a focused context, provides vivid descriptions in
their natural context that have strong impact on the reader (Miles and Huberman,
1994). The exact methodology of a qualitative research depends on the nature of the
defined research question (Esterberg, 2002). This specific research has been carried
out following the steps of: Preparing a survey, identifying and contacting interviews,

carrying out interviews and analyzing the data.
5.1.1 Preparing the Survey:

A very short survey has been prepared and sent to ETMK (Industrial Designers
Society of Turkey) mail group. The aim of the survey was to identify possible
participants for the interview among the respondents. The survey contained four
open ended questions that required one sentence answers, short enough not to scare
possible interested participants, but long enough so that not everybody would fill it,
as the aim was to identify people who really had something to say about craft and
design . The survey questions can be found in the appendix section together with the

ten answers given to each question.
5.1.2 Identifying and Contacting the Interviewees:

The survey received ten respondents. These people were contacted by e-mail;
thanked for their participation to the survey; and asked if they were willing to spare
time for an interview. However, four among the participants were not in Istanbul and
thus, weren’t available for interview. Three among the remaining six accepted to

participate to an interview.
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Apart from the respondents of the survey, who were apparently very little in number,
other people who are working or studying within the design field were contacted.
Some of the participants were contacted for their acknowledged relation with craft in
their work, others were contacted even though they did not have any relevant
associations with craft, but were important characters within the design scene of
Turkey. Among the interviewees were craft artists, academicians, educators and
designers employing craft in their work, as well as designers working generally on
electric appliances and working within serial production and even newly graduated
designers. The reason for this variety was to get opinions from different perspectives,
not to limit the study with the perspective of craft supporters, but to provide a
scheme for a wider discourse. Some other interviewees were contacted as a result of

their being recommended by other participants.

Fourteen interviews were conducted in total with Umit Altun, Oya Senocak Akman,
Hiimanur Bagli, Burcu Biiyiikiinal, Ebru Cerezci, Ayhan Ensici, Mehmet Erkdk,
Tugba Gengkan, Ash Kiyak Ingin, Altug Haymanali, Cigdem Kaya, Sinem & Seda
Kok, Goniil Paksoy and Segil Satir. Information about individual interviews and their
works have been provided in section 5.2; and the scripts of the interviews can be

found in the appendix part.
5.1.3 Interviews:

The interviews have been conducted in the form of unstructured interviews. Kristin
G. Esterberg (2002) defines an interview as an encounter in which two individuals
come together to try to create meaning about a particular topic. An unstructured
interview is the most conversation-like among the types of interviews, compared to
the formal and rigidly controlled nature of structured interviews. For the purpose of
this research, unstructured interviews has been chosen as the aim was to get the
unbiased opinions of the participants. The topics summarized in Table 3.2 have
provided a domain of discusion together with other topics brought up by the

interviewee.

The interviews generally started with explaining the participant about the topic of the
study as “getting an insight into what people bring out in a discussion concerning
craft and product design”; and asking the participant to talk about his/her own work.
The interviews then progressed with minor participation of the interviewer asking

questions to draw the conversation within topics preented in Table 3.2. If the
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participant was not willing to say much in a specific area, this was interpreted as the
participant not giving much significance to it and the conversation was directed to

another area of discussion. Thus, each interview was specific to the participant.

Although the interviews were carried out in the context of Turkey, the topics
discussed were based on the researched literature, which was mostly fed by western
scholars and thus were not solely specific to Turkey. However, the participants being
people living in Turkey and working in the field of design in Turkey, also gave
responses specifically affected by and associated with the circumstances in Turkey.
Thus, the interviews also provided a means for comparison and discussion based on
the historical evolution of concepts in the literature and emerging arguments specific

to the context of Turkey.
5.1.4 Analyzing the Data:

The interviews were tape recorded, deciphered and documented. The topics
discussed with each participant and the opinions they have stated have been
summarized. When summarizing the interviews, long discussions have been
summarized in abstract sentences, in order to clarify the intricate expressions of

spoken language.

Key topics of discussion in these summaries have later been expressed in charts
under six categories, namely, definitions, technology, education, design as an agent
on craft, craft as an agent in design and other. These categories have been derived
from the regrouping of topics from the relevant literature as expressed on the right
side of Table 3.2, combined with the emerging topics from the intervews; and stand

for the following domains:

Definitions: changing definitions of certain concepts and their links with each other.
Discussions like the need for a redefinition of craft discipline with respect to
technological advances and new production methods, discussions on the validity of
certain concepts such as “authenticity” or “kitsch” in the present context, discussions
on the characteristics of craft and their validity in contemporary times all fall under

this category.
Education: industrial design education and craft’s position within it.

Discussions on the sufficiency of workshop practice in design education, discussions

on the effects of new technologies and changing production networks on the way
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design education is practiced, discussions on possibilities and constraints in design

education due to political and economic systems all fall under this category.

Technology: technology’s effects on the repositioning of craft within contemporary

times and their possible positions with respect to each other.

Discussions on the advantages and disadvantages on virtual technologies, discussions
on the good or bad effects of technology on craft, discussions on new modes of

optimizing production all fall under this category.

Craft as an agent in Design: craft as a method or tool in the design process and its

implications for the work of the designer.

Discussions on applying a craft approach in the contemporary design scheme and the
possibilities and constraints such an approach may present the designer, discussions
on notions such as the designer-maker, niche markets, culturally inspired design or

customization al fall under this category.

Design as an agent on Craft: design as an enabling factor in the process of

transformation and repositioning of craft in the contemporary context.

Discussions on the designer’s social responsibiliy in transforming craft, discussions
on the preservation of craft skills, forms and techniques, discussions on notions such

as activism or social sustainability all fall under this category.
Other stands for topics which do not fit in the other five categories.

After completing this procedure for each interview, the results of each interview,
which are documented in summary charts (Table 5.1, 5.2, ...5.14) are combined in a
larger chart (Table 5.15). This chart is then used to create a concept map for craft and

its related concepts that emerge in the context of product design.

Novak and Canas (2008) define concept maps as graphical tools for organizing and
representing knowledge. They include concepts, usually enclosed in circles or boxes
of some type, and relationships between concepts indicated by a connecting line
linking two concepts. The concepts in a concept map are represented in a hierarchical
fashion with the most inclusive, most general concepts at the top of the map and the
more specific, less general concepts arranged hierarchically below. The hierarchical
structure for a particular domain of knowledge also depends on the context in which

that knowledge is being applied or considered. Therefore, it is best to construct
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concept maps with reference to some particular question we seek to answer, which

Novak and Canas have called “a focus question”.

In this study, concept maps have been used in the analysis section for the
organization and visualization of the data obtained from the interviews. The focus
question for this study has been determined as: “What are the emphasises of
discussion when considering craft in the context of product design?”’, which aims at
determining the main concepts and concept groups and their weight in the discussion.
The maps have been developed using the IHMP Cmap software developed by the
Institute for Human and Machine cognition, which can be downloaded from

http://cmap.ihmc.us.

Avsar Giirpinar (2008) has used concept maps to visualize his study on the concepts
and concept groups emerging in culturally inspired design projects. Glirpinar’s use of
concept maps has focused on determining the weight of certain concepts within the
projects, and has disregarded the linking lines demonstrating the relation between the
concepts. This is because Glirpinar’s main emphasis in the study is on determining
the dominance of certain approaches rather than demonstrating relations between

concepts.

The present study makes a similar use of concept maps, demonstrating the dominant
discussion patterns on craft in the context of design. Repeating concepts are
visualized in greater character size in relation to the number of their repetition. A
discussion explaining the specific scope of each concept and the possible relation
between them are later provided also with reference to the previous discussions in the
literature. These concept maps are aimed at providing a basis for a grounded theory

which will be developed within the discussion.

Glaser (1992) defines a grounded theory as the inductive formation of a theory based
on the analysis of data obtained in a suitable manner. Thus, this method does not
initiate from a pre-defined hypothesis, but aims at obtaining one at the end of the
study, which makes it free of biases due to the inclination of the researcher towards
data that supports the pre-defined hypothesis. The result of this study thus proposes
a scheme for the present discourse on craft in the context of product design, making

use the data reflected in the results of the interviews.

75



5.2 Results

5.2.1 Results of the Survey

The survey was completed by ten people, three among whom were design
researchers. The rest were designers working at various industries and design offices.
Four of the participants were at unavailable locations and among the remaining six
only three responded and agreed for an interview. Thus, it cannot be said that the
survey was very successful in fulfilling the aim of identifying the participants for the

interviews.

The first question of the survey was on the definition of craft. The concepts emerging
in these definitions were: manual work, skill, nostalgia, apprenticeship, art,

cumulative knowledge, personal touch, effort and experience.

The second question asked the participant to define the work s/he does. Seven

defined themselves as designers, two as researchers and one as both.

The third question asked if they thought craft was an effective factor in their work.

Eight among the ten participants replied positive.

B yes

M no

Figure 5.1: Visualization of the answers to the third question of the survey:”Kendi yaptiginiz

isi kisaca tanimlar misiniz?”

The fourth question asked if they thought craft has a significance for contemporary

design. Seven among the ten participants replied yes.
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M yes

M no

Figure 5.2: Visualization of the answers to the fourth question of the survey: “Yaptiginiz iste

zanaat kavraminin bir yeri oldugunu diigiiniiyor musunuz?”

5.2.2 Results of the Interviews

The results of the interviews have been summarized and key topics have then been
grouped under six categories, namely “Definitions”, “Technology”, “Education”,
“Design as an agent on craft”, “Craft as an agent in design”, and “Other”, as

explained above.

In each interview, in the summary, certain words are written in bold. This aims at
making it easier for the reader to scan the results and understand the basis for the

topics presented in the Tables (Table 5.1, 5.2, ...5.14).

The individual results are then brought together in Table 5.15, which groups the
topics emphasized by each participant under these six categories. Table 5.15 has then
been used to create a conceptual map of craft and the concepts that are associated
with craft, in a discussion based on craft in the context of contemporary product

design.
Interview 1: Umit Altun

After graduating from Mimar Sinan University in 1985, Umit Altun worked as a
designer at various positions in industry. He worked at Argelik between 1994 and
2003, where his last position was the head of the design department. In 2003 Altun
established his own design consultancy, Design-um which mainly works on designs

for automotive industry and industrial production such as electronic utensils.
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Figure 5.3: Sketches, CNC prototype and final product for Argelik by Designum-2004

Opinions stated by Umit Altun were as follows:

Craft is work done with skill. The means for these skills have changed in time,
however the concept is the same. Instead of using hand tools to give form to the

material, we are now using computer to give form to a virtual material.

Design is a kind of craft. In both craft and design, you produce for other people, not
for your own artistic satisfaction. This distinction between self-satisfaction and the

satisfaction of others makes design different from art and approaches it to craft.

Both craft and design are a matter of interpretation. Designers are not creating
something from air. They are making an interpretation of an object that carries out a
function, just like the craftsman gives his personal touch to the object even though he
is repeating a traditional form. However, designers generally don't do the

production themselves.

Designers need to engage in the production process at a point, which is at least at the
final part of a project. You can’t just give the design ideaa and not care about how it
is going to be produced. This requires a mastery of materials and production
techniques. You cannot acquire this mastery all at school, you just get the basics

and build upon it while working.
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Working both as a designer and a producer of your own designs gives you freedom
in creativity and more satisfaction with your work as you are not limited by the
requests of the customer and large scale industry. This approach is not very
developed in Turkey as there needs to be a market for it first, however it is
promising. (Umit Altun is also planning to engage in such design office/atelier

production in the near future.)

Getting inspiration from traditional forms is an intuitive process which comes as a
result of the cultural, visual experiences of the designer and reflects in the details of
the design. This should come naturally from the cultural background of the designer,
however working directly on traditional forms by decision, interpreting, modifying

them can be pushing compulsive .

Design requires technical, manual skills as well as talent and artistic skills. The
amount of each depends on the specific type of design. Thus, specialization on
specific fields in design education can prove useful to give each student the right
combination. The technical skill part is not fully sufficient in design education in
Turkey. To correct this, there is a need for a new curriculum but that is not easy.

There are economic and organizational constraints.

3d makes many things much easier, but there are certain things, like testing
ergonomic properties of a hand appliance, that still require to have the actual material
in the hand. Thus, 3d and manual both have their own advantages in different

cases.

The topics discussed with Umit Altun under the six categories have been

summarized in Table 5.1.

Table 5.1:Results from Umit Altun’s interview

definitions interpretation in repetition
redefining craft between disciplines

technology virtual material vs. real material
choosing among craft and technology

education specialization in design education
sufficiency of design education

design as an agent on craft

craft as an agent in design | self sufficiency of the designer
inspiration from cultural heritage
craft liberating the designer

Other
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Interview 2: Oya Senocak Akman

Oya Senocak Akman graduated from the department of Industrial Design and
Interior Architecture of Mimar Sinan University, which at her time was the Faculty
of Fine Arts. She started her career as a furniture designer while she was still at
school. She later worked for the ceramic company Gorbon-Isil where she learned
ceramic technique. She later transferred to Pasabahge, for which she rejected many
other offers and waited, because she was determined that she wanted to work on
glass. She explains this decision with her will to work free of industrial constraints.
At Pagabahge she mastered in the techniques of glass as she was spending most of
the time within production. However, she complains that in this period she got
exhausted with being limited by conventional techniques and states that the masters
in the production department weren’t willing to try new techniques and she had to

struggle to get some things done.

Akman later went to Canada for a year and took private lessons from glass masters
there, which she describes as a liberating and enlightening period for her. In Canada
she observed that glass art was based on experimenting and pushing th boundaries of
conventional techniques. After returning from Canada Akman started her own
business and now she is one of the most acknowledged glass designers in Turkey.

Akman also teaches glass design at Istanbul Technical University.

Figure 5.4: Prototype exhibited at IDW 2005 by Oya Akman
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Opinions stated by Oya Senocak Akman were as follows:

Working under big producers limits the designer with the priorities of the company.
The designer's ability to work in a craft discipline (glass in Akman's case) provides

the designer self-sufficiency and a freedom from external constraints.

Production in Turkey is more conservative in terms of trying and inventing new
methods. Production is limited with perceived limits of possibilities and in order to
overcome these limits and persuade people to try new routes, the designer needs to

know for herself what and how it can be done.

For glass, energy expenses are too much. In Turkey there is not much support for
artists who want to pursue their creative craft. Among the few who are able to earn
money from their glass designs are people doing large scale utilitarian works such as

glass panels for construction business.

The appreciation for craft as an artwork is lacking in Turkey. There is no such
culture. This is mainly due to economic insufficiency as art becomes a luxury in
these economic conditions. Even in the case when one is willing to spend money on
glass art, foreign artists are preferred over the local ones. This lack of interest and

support is the reason why Turkey lacks internationally acknowledged artists.

Craft production and machine production have been merged in the present day. It is
difficult to separate them as one product requires lots of different treatments. It

becomes important to make decisions on how to mix different techniques.

Craft techniques today should not just be repeated as they were in old times. Today
craft needs to improve and innovate itself, pushing the boundaries of known
production methods. Technical improvements to decrease energy costs, propose
new forms and new lifestyles should be seeked by crafts people together with large
scale producers. Craft should not be taken as an ossified discipline, each practitioner

needs to develop his/her own method by reinterpreting the existing.

Craft in Turkey needs to develop serious methodology by exploring different
forms, methods and life styles. Progress is initiated by the initial efforts of creative

individuals.
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Technology offers new possibilities to be explored by craft. Craft production can
take unexpected turns within unexpected disciplines, not necessarily as hand
production, but as new processes that have evolved according to contemporary

needs.

The topics discussed with Oya Senocak Akman under the six categories have been

summarized in Table 5.2.

Table 5.2: Results from Oya Senocak Akman’s interview

definitions

technology improving craft through technology
choosing among craft and technology

education sufficiency of design education

design as an agent on craft

craft as an agentin design | communication between craftsmen and designers
craft liberating the designer
self-sufficienct of the designer

other support and appreciation
economic constraints

Other Projects or Organizations mentioned by Oya Senocak Akman:

Akman mentioned that Glass Furnace has proven very useful in increasing the
awareness of glass art and craft in Turkey. Many people have embraced glass as a
professional practice after being educated at glass furnace. Apart from that, as glass
production requires huge investments, there are not many chances to get involved
with glass art, thus glass furnace fills an important gap in Turkey. Akman also
mentioned that Eskisehir Anadolu University has a glass department which has

quite sufficient facilities.
Interview 3: Hiimanur Bagh

Humanur Bagli graduted from METU Department of Industrial Product Design, and
received her Masters degree from the Graphic department of the Fine Art Faculty of
Hacettepe University. She worked as an academician at METU and Yeditepe
University and is presently part of the teaching staff at ITU. Her own PhD study,

which she concluded at ITU was titled “Craft and Design as Representational Tools”.

In 2005 Bagli joined a project in Mardin, which was based on making original
jewellery designs based on the architecture of Mardin. The project was UNDP

founded and Bagli worked in collaboration with the Institution of Disabled People.
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She modified the conventional designs which was heavily based on the craft of
“telkari”, which is a method based on winding coils around each other to create
patterns. She decreased the amount of telkari work in order to make the production
process easier for the disabled people and used a method based on plate cutting

instead. The resulting designs were both easy to produce and more modern in look.

Figure 5.5: Pin design by Humanur Bagli which is a modern version of Telkari jewellery- 2005

Opinions stated by Hiimanur Bagli were as follows:

There is no organization specifically aiming to support craft in Turkey. Projects, if

ever funded, are generally funded by European Union funds.

Craft is more often imitated formally within design works, however the point which
is generally ignored is that, in craft form comes from the production process itself.
This relation between form and production can be explored in design functionally.

Traditional formal characteristics could be explored functionally.

In Turkey, as large scale producers are interested in more industrial utility products
which do not contain an element of risk, designers who seek to use their
creativityto introduce more culturally loaded, conceptually innovative products
choose to take on small scale production in workshops with their own initiative.
However, these initiatives more often don’t reach large populations and remain

as examples in discourses on craft. For example, Kunter Sekercioglu’s modern
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nargile design is known by all designers and used in most academic studies,

however it did not gain a place in the market.

Designers can act to transform craft practices to be adapted to the changing
modern context and needs of the producers and consumers. They could get involved
with some anthropological and cultural aspects to act as agents in projects that
enable the employment of less privileged sections of society. The Mardin project,

explained below, done by the interviewee would be an example for this.

Designers could support and organize new production structures, preserving and
transforming the local material and production methods. However, during this
transformation the local construction should be respected and intervention

shouldn't be carried to an excess.

The projects given to students at I'TU are not given directly to evaluate craft skills
of the students, however it is important for the students to have a good understanding
of the potentials and limits of materials and take these into account in their design
decisions. It is important that students gain these skills during their education. It
would be very helpful if the students could be promoted more to get into direct
contact with small producers and workshops. Thus they would gain a convention
to cooperate with people who have the craft skills which they, themselves lack.

However, no such arrangement has been made up to now.

There is no clear distinction between craft and technology, as craft itself is a kind of
technology. When we talk about technology we don't necessarily talk about the latest
high technology, we can also be talking about more primitive modes of production.
Using technology also requires a certain level of craftsmanship, but at a different
level. The decrease in the emphasis on craft skills could also be a result of the
dominance of 3d modeling, however this does not put craft in opposition to

technology. It can be seen as a passage from one technology to another.

Craft is more often evaluated in a traditional handicrafts sense in Turkish academic
context. However, more innovative approaches needs to be adopted. The discourse

needs to change in accordance with the contemporary context.

The topics discussed with Hiimanur Bagli under the six categories have been

summarized in Table 5.3
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Table 5.3:Results from Hiimanur Bagli’s interview

definitions redefining craft between disciplines

Technology craft as technology
sufficiency of design education

Education traditionalism in the academic context

design as an agent on craft

adopting craft to the modern context
designers as organizers
level of intervention
social sustainability
understanding the dynamics of local crafts

craft as an agent in design

craft liberating the designer
iconic use of craft
self-sufficiency of the designer

Other

economic constraints

Other Projects or Organizations mentioned by Hiimanut Bagl:

Bagli mentioned the Ten Thousand Villages retail chain in America and Canada,
which is a source for handmade crafts from all over the world, aiming to improve the
livelihood of tens of thousands of disadvantaged artisans in 38 countries by
establishing a sustainable market for handmade products in North America, and
building long term buying relationships in places where skilled artisan partners lack
opportunities for stable income. She gave this example expressing her will to see

similar examples in Turkey, to which designers also contribute to improve local

production with local materials and techniques.
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Interview 4: Burcu Biiyiikiinal

Burcu Biiyiikiinal graduated from ITU department of Industrial product design. She
started designing hand-made jewellery with an optional course she took during her
education and after graduating worked at the studio of Nazan Pak and Ela Cindoruk
for four years. During this period she also taught the same course that she had taken
before at ITU together with Nazan Pak. Biiyiikiinal states that she has chosen this
route as it provides her the freedom to work on her own designs with her own

manual production capabilities.

Biiyiikiinal went to USA with the Fullbright Scholarship to have an MA at the
metalsmithing department of a University’s Fine Arts Faculty. She has recently
received her degree and returned to Istanbul. Biiyiikiinal is very enthusiastic about
teaching, and hopes to be able to establish her own craft based practice where she

can both teach and produce.
Opinions stated by Burcu Biiyiikiinal were as follows:

The art work is open to interpretation, the end of an artwork is open. This is not the
case for a design work. If the end of a design work is open it seems like it is not very

successful, like it is not being understood.

Hand production is open to one-off pieces, that are on the middle ground between
art and design. Maybe this is the new role for hand production in the contemporary

times.

The concept of craft originated from functional needs, however craft is not limited

with function. It is a more complex concept associated with both art and design.

Today when we talk about craft and hand-production, we should also consider that
nothing is actually 100% hand-crafted. Machines inevitably enter into the process

at some point, at least for example, the preparation of the raw material.

Craft is not just about traditional forms. Making a very simple, perfect form can be as
hard and skill intensive as making a traditional ornamental form. Thus, preserving
craft should not mean preserving it formally, it means preserving these skills and
techniques of production, using these techniques to produce new forms or to renew

and reinterpret old forms.
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Turkey is very rich in terms of craft techniques and craftsmanship in workshops,
however the social structure is very closed, especially for women. This is one
reason why they are not developing. A designer needs to overcome prejudices and

try to establish relations with these workshops and craftsmen.

Figure 5.6: Jewellery designs by Burcu Biiyiikiinal
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Craft seems to be valued a lot in Turkey; however this does not reflect in practice.
Craft products do not get the value they deserve especially in terms of their
economic bringbacks. This is also because craftsmen are repeating existing forms.

They need to come up with new forms and innovations.

3d is something that facilitates the work of the industrial designer, however it also
brings limitations to the thinking process. 3d can be useful when it is used as a
creative tool, but can also be a loss of time when it is used merely as a visualization

tool.

Workshop practice is not sufficient in design education. Apart from introducing
the students to large production facilities, initiatives should also be made to
introduce the students to artisan workshops and more small scale production,

where they can get more involved with the process.

The topics discussed with Burcu Biiyiikiinal under the six categories have been

summarized in Table 5.4.

Table 5.4:Results from Burcu Biiyiikiinal’s interview

definitions redefining craft between disciplines
Hand-production
Technology choosing among craft and technology
education collaboration between schools and artisans.
design as an agent on craft preserving skill and technique
Conservativism
craft as an agent in design craft liberating the designer
Flexibility

self-sufficienct of the designer
thinking through the hand
Uniqueness

other support and appreciation

need for innovation
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Interview 5: Ebru Cerezci

Ebru Cerezci graduated from METU department of Industrial Product Design. She
worked as a designer for firms specializing on giftware and home accessories.
During this experience she realized that there was a gap in the market in Turkey in
this area. There was a lack of well designed, high quality objects reflecting Turkish

culture, so she established her firm Hiref with the motto of designing culture.

Hiref is the first Turkish company to become a member of the World Craft Council.
There are three designers working in the company now and all products are inspired
from culture. Their method is based on travelling in Anatolia and mapping possible
sources, materials, techniques, concepts, etc. These sources are then evaluated to

design giftware products by adopting them to the new conditions in the market.

Hiref works with local workshops, first subjecting them to a level of education in
terms of production standards such as workshop conditions, work ethics, quality
control and pricing. These workshops then become their partners and both sides gain

advantage from this arrangement.
Ebru Cerezci won the First Woman Entrepreneurship and Leadership Award in 2009.
Opinions Stated by Ebru Cerezci were as follows:

Craft is producing by hand what passes from your hearth. However, the means for

craft have changed considerably with time.

It is a cliché saying that hand crafts are dying. Yes it is, but we need to ask why it is
so. The main reason is that crafts people cannot earn their living with what they
do any more. So, the new generations need to leave the family practice and get
involved with other practices. The task of correcting this and reviving craft should
be a team game, including designers, craftsmen, marketing people, finance
people, etc. (Cerezci states that they have brought back many sons who had left their
father craft before.)

Craft in Turkey has not been valued as something attributed high prizes. This is
because it used to be so common, a part of daily life. It was not a luxury but the
normal way of doing things in the past. However, it is a niche market now. And as
the culture to appreciate this niche market grows, craft practitioners will hopefully

start receiving economic bringbracks of their work.
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Figure 5.7: Works by Hiref

In Turkey there is a lack of conscious planning of high quality cultural products and
their design, packaging and presentation. This is a gap that needs to be filled by

designers; however there has not been much initiative up to now.

Craft needs to meet design and to be reconsidered by design to gain a brand value
in the market. The Danish firm Royal Copenhagen is an example for this. They first
started as in house production and then evolved into a world brand intelligent use of

design.
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In Turkey there are incredible resources both in terms of materials and techniques
and in terms of skilled craftsmanship. However, they have remained static for a very
long time end they need innovation and adaptation to new circumstances and

needs. One primary factor in this transformation is design and the role of designers.

Designing based on craft tradition has the risk of turning into kitsch because the
product is something that everybody more or less knows something about. In order to
make a successful product, the tradition needs to be handled with extensive
respect, and for this the knowledge of the designer in the topic s/he handles is very

important.

Students are generally more willing to pursue modern design with minimalist forms,
affected by Scandinavian or European trends, and not many people turn and look at
their own culture. However, cultural products don't necessarily need to be ornamental

in style, they can also be reinterpreted in minimal forms.

Design curriculums in Turkey should include, at least as an optional course, art and
craft history of our own in addition to western history. Students need to see the

resource lying in local culture while they are at school.

The topics discussed with Ebru Cerezci under the six categories have been

summarized in Table 5.5

Table 5.5:Results from Ebru Cerezci’s interview

definitions hand-production

kitsch
technology choosing among craft and technology
education sufficiency of design education

tendency of minimalism

design as an agent on craft adopting craft to the modern context
designers as organizers

preserving skill and technique
market value
social sustainability

craft as an agent in design niche markets

other support and appreciation
economic constraints
need for innovation

lack of conscious planning
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Interview 6: Ayhan Ensici

Ayhan Ensici received his bachelor, Masters and PhD degrees from Istanbul
Technical University’s department of Industrial Products Design, and is presently

among the research staff of the same university.

Ensici worked in a project funded by UNDP in Mardin, whose aim was to develop
new models and patterns for the traditional craft technique called “telkari”. By this
way, craftsmen would be able to sell more and their profit would increase, thus craft
practice would be revived. Ensici was asked to design jewellery pieces and craftsmen
were supposed to produce them, however as Ensici states, craftsmen weren’t willing
to produce them as they did not believe that the profit they would get in the end
would be worth their effort. So, he modified the project a bit, and instead of giving
local producers new designs, he decided to put them through a process in which they
would understand and accept the need of design, and be more willing to try new
models. For this, he organized several workshops and developed a methodology for
designers on how to approach craftsmen and how to transform their vision on design,
and a methodology to be followed by artisans to improve the quality of their
production by design. However, Engici was not very optimistic about the reactions of

the producers.

Figure 5.8: Telkari designs by Ayhan Ensici
Opinions Stated by Ayhan Ensici were as follows:

Design is the most important force that has a potential to transform craft and
relieve it of its crisis. However, this is not an easy task. Craft needs new models,
new products that are consistent with the contemporary times, and designers can
play a role in providing this. However, this role should not be limited to just giving
new designs to craftsmen and expecting them to produce these new designs. Crafts

people
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need to be convinced and they need to believe in the importance of this
transformation. For this, they need to understand what design is and how it works.
They need to adjust themselves to taking initiative and making changes and
improving their products. This is not a one step process. It needs to be planned and
executed over a period of time. It needs to be organized. To succeed in this
transformation, designers first need to understand the capabilities and limits of
craftsmen, their social structures, life styles and economies according to each

craftsman, local area and specific work.

Craftsmen need to believe that the product they produce will bring them economic
return. If they don't get this guarantee from the beginning, they are not willing to
take risks. Thus, designers also need to approach craftsmen as marketing experts

and convince them about the profitability of their proposal.

Any designer who is to get involved with design as a transformative force over craft
needs to consider an educative process. Beypazar1 would be a good example where
the local governor transformed the town into a center for the production of many
crafts such as carpets and telkari. Non of these crafts were initially part of
Beypazar’s economy, however the governor opened apprenticeship schools to
educate local people and thus transformed the socio-economic through this education
process. This also demonstrates that official authority is always more successful in

imposing things. Ensici also stated that once he had to use order by the local government to

get two masters to produce a product he designed.

The transformation process of craft cannot be enforced, it needs to occur out of
the needs of the producer. Thus, it is very important to understand the social and
economic dynamics of contemporary craft production. An example would be the
Bodrum sandals hand produced by the craftsmen Ali Giiven in Bodrum. Giiven used
to have a single model which he would make and sell; and as the sandals got popular,
mainly because Bodrum was an attraction for tourists, his imitations began to appear.
In this case he felt the need to prepare the different models and he has used different
designs as a competitive factor. This embrace of craft and design was not a result of
any outside intervention, but a result of the craftsmen’s own belief in the need for

such an improvement.
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Crafts people are unfortunately turning into merchants. Hand production is
being dropped as it is often much more efficient and profitable to produce by moulds
or other technologies. Crafts people don't feel a need to produce by hand any more,
as they can earn the same, or even more by just buying and selling. Moreover, most
products are arriving from the far east for much cheaper prices. Thus, local
production is being displaced. It is not even fair to ask the craftsman to keep

producing by hand while he can earn more by working less.

Craft is based on repetition of forms. When a craftsmen is given a new form, one
different than the ones he is used to producing, he experiences problems with the
new models. For this reason craftsmen are generally not very willing to try new

models.

Craft production has a certain level of flexibility which cannot be avoided. Every
craft product even though it is being a replication of a certain model, incorporates
minor differences that is the contribution of the specific craftsman who made it.
This flexibility gives craft its uniqueness and the producer a satisfaction over what

he does. This flexibility enables the craftsmen to identify with his product.

Design is a competition tool which has a great added value, and in this age it can

provide for much more profit in much less time.

A craft product is identified by the flaws of the hand. However, in the present times
technology is able to mimic craft together with its flaws. Moulds are made including
the flaws of hand production and this makes it even more difficult to identify a

"real" crafted object among the others produced by machines and technology.

It is not easy to find authenticity in production anymore. It is becoming more and
more difficult to identify and define authenticity with the effects of technology,
globalization and the blending of cultures and economies. Authenticity can be
defined as coming from the local culture, produced by local people by local
production techniques. Thus, being local becomes an important characteristic of
authenticity. Ensici gave the case of violet colored scarves in Urfa as an example.
The original scarves were white actually, but when the prime minister of the time
Tansu Ciller visited the area, the local producers made one violet one to give her
something different. After that, all the population in Urfa started wearing violet

without exception. In this case, can we consider violet scarves as authentic? Ensici’s
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answer is yes, because they are the product of the local culture which evolved as a

part of their history.

However, in the future authenticity will not remain as hand production in craft.
Today we are looking for the actual touch of the hand as a definition of
authenticity, but we will have to compromise from that definition. Today and more
in the future, it will not be possible to preserve the authenticity of production and we
will have to consent with the authenticity of form. We will consider a product
authentic if the form, pattern, color, etc. is from the local context even if it is
produced in a completely different place by completely different means. This is more
or less actually the preservation of the design of the craft object. Thus today

authenticity and also craft needs to be redefined.

Just as hormone-fed fruits were first met by rejection and then accepted because
there was no other choice, and then new markets started forming such as organic
food, slow food, etc, craft will also be re-positioned in niche markets. However, the
existence of niche markets for craft does not mean that craft survives. It is not a

general tendency.

The topics discussed with Ayhan Ensici under the six categories have been

summarized in Table 5.6

Table 5.6:Results fron Ayhan Ensici’s interview

definitions interpretation in repetition
redefining craft between disciplines
hand-production
flexibility
authenticity

technology technology as a rival to craft
education
design as an agent on craft adopting craft to the modern context

designers as organizers
designers as educators
understanding the dynamics of contemporary craft
social sustainability

craft as an agent in design

other economic constraints
lack of conscious planning
marketing

globalization of production
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Interview 7: Mehmet Erkok and Serta¢ Oztiirk

Mehmet Erkok graduated from Mimar Sinan University’s department of Industrial
Product Design and is now teaching workshop practice and basic design courses at
Istanbul Technical University. He also attends as a visiting professor to some other
universities and has his own practice based on modeling for commercials, design and

architecture projects.

Sertag Oztiirk is a PhD student at Istanbul Technical University’s department of
Industrial Product Design. He is helping with the organization of the design
workshop, and is working together with Erkok in his workshop based practice.

Oztiirk also makes metal based jewellery production of his own.

Mehmet Erkok and Sertag Oztiirk are also working together on two books, one about
the tips of workshop practice to give the freshmen, and another more detailed source
on modeling which will be a generic text book. They state that there is a serious lack

of printed material in this area in Turkey.
Opinions Stated by Mehmet Erkok and Sertag Oztiirk were as follows:

It is very important that the students have sufficient workshop practice during their
design education; however in the present conditions in Turkey this is not the case and
workshop education is often neglected. This neglect is also due to scarcity of

resources and payroll for staff.

Having design department under fine arts faculty, for the student has an advantage of
being able to gain experience in various workshops within the faculty, such as
ceramic, wood, glass sculpture. This adds to the professional development of the
student. Today that system is left in favour of separating design faculty, and newly
graduated design students often graduate without sufficient skills and experience
in craft and manual work. Young designers unfortunately don't gain the experience
and understanding of direct interaction with the real material. They are getting more

and more detached from the material in favour of the virtual.

Graduating from school and starting to work in the real market, designers often don't
have the chance to try new things and take risks because they are generally limited
by the expectations of the client and the producer. Thus, they should work with the

real material to experiment while they are still at school.
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There are so many methods that not all can be mastered by the students and we have

to chose the ones to focus on among them.
Theory and practice should be blended in design education.

Modeling, in particular as sketches in the design process can lead the project and

creativity to unexpected points. The hand can be a means for thinking.

The producer may have limitations in his mind, which the designer needs to stretch
by showing him new possibilities. This is only possible with a sufficient level of

knowledge of the designer.

The designer needs to be able to make decisions on production such as which part
of the product needs to be hand produced and which part should be machine

produced. Otherwise the production will result in a loss of time and money.

3d technologies offer incredible possibilities, however both 3d technologies
(modeling and prototyping) and hand modeling have their own advantages. What
becomes important is when and how to use which one of them more effectively.
For example, presentation models give better results with RP; however it inevitably
needs a final touch of the hand. In some cases hand-production is more convenient.
Otherwise it will become instable in terms of time and economy. So, the designer

should be able to make the right decisions in the right cases.

The craft we are talking about today is not limited to hand production, it is a complex
process based on the balancing of manual work with machine work and

technology.

People don't buy many craft products. For this reason, new approaches which blend

craft and industrial production are being adopted.

When craft is taken in limited sense as traditional forms and methods, the products

run the risk of becoming kitsch. Thus, tradition should be handled carefully.

Craft skills are very important to ensure correct communication among the
designer and the craftsmen at a workshop. The designer may need to explain
things by doing first, becoming the craftsman for a while. If s/he does not have the
skills, the design runs the risk of becoming uninspired because of the
miscommunication and the designer becomes vulnerable to exploitation by the

master at the workshop.
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Mass production enables more people to reach good design, but it becomes boring
after a while. Thus, craft also works as a way of customization. In this case the
process becomes adding a value to the industrial product by adding it a touch of

hand.

Apart from industrialization of craft production, the topic of crafting industrial
products is another matter of consideration. The touch of the hand over a normally
mass produced good adds and identity, and personal character to it, serving as a
differentiating factor for the user. Examples would be the seat covers of Ferrari
which are sewn by hand by artisan women, or the car brand Aston Martin Lagonda

which make all their production by hand.

The topics discussed with Mehmet Erkék and Sertag Oztiirk under the six categories

have been summarized in Table 5.7

Table 5.7:Results from Mehmet Erkok and Sertag Oztiirk’s interview

definitions redefining craft between disciplines
kitsch
technology virtual material vs real material

choosing among craft and technology
blending of craft and technology

education specialization in design education
sufficiency of design education
economic constrains
Experimentation
Re-organization of design education

design as an agent on craft

craft as an agent in design self sufficiency of the designer
craft liberating the designer
communication between craftsmen and designers
thinking through the hand
uniqueness/ customization
niche markets

other
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Figure 5.9: Customized cell phones by Mehmet Erkok

Interview 8: Tugba Genckan

Tugba Gengkan is a graduate of glass and ceramic design and she is now responsible
for the workshops at Glass Furnace. The interview with Gengkan focused on the
work of Glass Furnace which is the only private glass school in Turkey and is

considered as the fourth among the glass schools of the world.

Glass Furnace was established in 2002 by Yilmaz Yalginkaya, who has joined many
glass workshops and education activities abroad. The aim of Glass Furnace is to
promote glass and glass art in Turkey and provide education and facilities for people
who want to get involved with glass production. The Furnace rests on the lands of an
old Pasabahge factory at Beykoz, with a large complex of workshops and
accommodation facilities for the students. They have 2 days or 2 weeks workshops,

the last generally given by acclaimed glass artist coming all over the world.

The prices for education at Glass Furnace seem a bit intimidating at first glance
(about 1000 Euros for 2 weeks workshop + accommodation); however Gengkan
states that this price does not include any profit for the Furnace. Glass production is
very expensive in terms of material and energy costs, and it becomes even more
expensive as they have to get the materials and teachers from abroad. Glass furnace
also accepts intern students and this way they say that they can provide the interns a

chance to observe and participate to the education activities to some degree.
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Figure 5.10: Glass production at Glass Furnace’s hot glass workshop
Opinions Stated by Tugba Gengkan were as follows:

In Turkey glass is not regarded as an art. It is used in more utilitarian terms. It is

generally regarded as a sub-discipline of ceramics.

Glass furnace is known more internationally than nationally. Most of the students
come from abroad. This is due to economic constrains in the context of Turkey as

well as the lack of an established culture of appreciating art.

Glass is an expensive practice and the degree of difficulty in establishing ones own
glass workshop depends on the method to be used. Hot glass requires large
investments to a furnace and the energy it consumes, but smaller scale productions

like bead forming or fusion are relatively easier to handle.

It is very hard and expensive to get the right material in Turkey. The material used
for glass art and design is mostly imported from Germany or America. It is only
possible to find plain glass in Turkey and not the more complex formulas and colors
necessary for glass art. This is also reflected on the cost of a business based on glass
and education costs. This lack of material is also the reason why Turkish glass artist
are generally less developed in technique and have less chance of becoming

professional.

Turkish glass artists focus more on production, rather than educating other people.
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Designers who entail in the design process are generally not willing to get involved
with the production process. They prefer getting an outer body (in this case glass
furnace) to produce their design. However, when the designer does not master the
techniques necessary for the production, the resulting product that s/he wants to get
produced can at times be impossible or inadequate. Thus, the designer's knowledge
on specific techniques and their possibilities often leads to more successful

results starting from the design process, and widens the designer's perspective.

In order to be an artist, one has to both design and produce. If the person is just
producing other people's designs, he is a craftsman not an artist. In this sense, when
design meets craft, it turns into art and the best results in terms of creativity are
achieved when design meets craft. The designer's ability to become a craftsman
himself turns the result into a piece of art. However, there are too many techniques
and materials and it may not be possible to master all. Thus, people generally prefer

specializing on a specific technique.

When the craftsmen adds something from himself to the product by designing it, his
cultural background is inevitably reflected in the product and gives beautiful
results. Gengkan gave the Mexican glass artist Davide Salvatore as an example to the
significance of the cultural background of the artist on his work. Salvatore came to
Glass Furnace to give a workshop and Gengkan states that as soon as she saw his
pieces she knew that he was from some Latin culture, it was reflected so well in the

forms and colors of his works.

The topics discussed with Tuba Genckan under the six categories have been

summarized in Table 5.8

Table 5.8:Results from Tugba Gengkan’s interview

definitions redefining craft between disciplines
technology
education specialization in design education

sufficiency of craft education

design as an agent on craft

craft as an agentin design | self sufficiency of the designer
inspiration from cultural heritage
thinking through the hand

other support and appreciation
economic constraints

specialization in craft
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Interview 9: Altug Haymanah

Altug Haymanali graduated from METU department of Industrial Design and
worked as an industrial designer at various firms. Presently he is working at Can
Yalman Design as part of the design team. They are 3 at the office including Can

Yalman himself. They are also joined by interns from time to time.
Haymanali was among the respondents to the survey.
Opinions Stated by Altug Haymanal1 were as follows:

Craft is based on individuals, not a community. It is based on the economy of the

individual maker.

Craft is not solely based on hand skills. It also includes a factor of creativity

incorporated by the maker. This puts it in close position with design.

With the increase in serial production and globalization of economy and
production, cheaper and more effective production models have emerged and as a
result craft production is losing its place within the market. However, as this happens
the works of craft will inevitably gain an artistic character and craft will get
closer to art and thus also its market value will increase. This appraisal of craft

resulting from its initial loss of relevance is an interesting paradox.

Craft artists often have to get involved with commercial products as it is very hard to

keep economic stability solely by artistic craft.

The difference between craftsmen and today's designer is that today's designer
doesn't actually produce anything. The designer sells his time and effort but not the
actual product. From this point a designer is not a craftsman; however there is a

texture of craft in the work of every designer.

There are similarities between craft and design in terms of using the skills. What
a craftsman does is to turn his ideas into a product by means of the tools he uses.
What a designer does is the same thing. What is different is the tools he uses. For

example the designer is using a mouse or pen instead of a hammer.

The relationship between master and apprentice is similar to the modern concept of
internship. Intern designers get the chance to observe and lerarn from more

experienced designers just like the apprentice learns from his master.
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Traditional objects can serve as models for new designs, especially because those
forms are a result of years of testing and have proven useful and optimum. So, when
designing a new product, the details and nuances of traditional forms can be

reinterpreted in a modern context.

Within serial production, one approach is to make products that enable people to
have something specific to their own, something that differentiates them from the
mass. From this point, craft provides an added value, a possibility of customization

and differentiation.

If you have an accumulation of knowledge and skill over years anf if you can use
that knowledge to develop better products, then you become a craftsman, designer,
artist, all of them. Today design requires the combination of many disciplines, all

of which are a craft on their own accord.
The craft of the designer is at the moment when he demonstrates his ideas on paper.

If a designer wants to pursue doing industrial design, he should keep his connection
with industry. Designers working in workshops for one-off productions are not
doing “industrial” design. That approach is more of an artistic approach. Not the

approach of a designer.

Physical mock-ups and models are very important to ensure the design's suitability
to real conditions. Virtual models can also work, but only in the case when the
designer is specifically experienced in a subject and thus doesn't need to make

another physical model and can work directly on 3d.

Most of the design schools in Turkey have workshop facilities at a certain level
which is quite sufficient (talking on the METU example). Workshop conditions are
of course not as developed as most western countries. For example, if you look at
design schools in California, you can’t compare their workshop facilities to the
workshops we have; but the situation in Turkey mainly due to lack of economic

resources.
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In other countries, students are generally expected to specialize on a certain
subcategory of design, such as furniture, yacht, packaging, etc. In Turkey this is not
the case and in the present situation it is not likely to happen, because in order to
specialize in a subject, there needs to be a lot of job opportunities in the area.
However in Turkey the opportunities are scarce and designers often have to
accept the available options. So, for example working as a specialized designer on
packaging is not easy as it is not certain that you will get a job in that domain. This is

because Turkey is still a developing economy.
Other Projects or Organizations mentioned by Altug Haymanali:

Glass Furnace can prove very useful for specific people who discover a talent in
them towards glass. However, it cannot be generalized that every designer should go
and learn glass or some other craft. It is a matter of choice and also of economy. It
is also important if the designer will be able to pursue the craft with his own
facilities. Otherwise, if you don't have the facilities, the craft you learned will remain

just as a nice experience.

The topics discussed with Altug Haymanali under the six categories have been

summarized in Table 5.9

Table 5.9:Results fron Altug Haymanali’s interview

definitions redefining craft between disciplines
economy of the individual

technology choosing among craft and technology
Sufficiency of design education

education specialization in design education

economic constrains
apprenticeship
design vs industrial design

design as an agent on craft | adopting craft to the modern context

craft as an agent in design | inspiration from cultural heritage
uniqueness/ customization
inspiration from tradition

other economic constraints
globalization of production
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Interview 10: Ash Kiyak ingin

After graduating from Mimar Sinan University’s department of Architecture, Ash
Kiyak Ingin completed her Masters degree at the same department of Istanbul
Technical University. Her research area was involved with cities and her interest in

the city has remained in her work up to today.

The name of Ingin became pronounced a lot with the project Made-in Sishane which
she organized in in 2006 and presented in the Istanbul Design week of the same year.
Sishane is a district of Istanbul which is famous for its workshops specializing on the
production of lightning fixtures. ingin had worked with these workshops at the
Sishane district between 1998 and 2002, and is still working in husband’s family

firm, which evolved from a workshop in Sishane to a larger production facility.

Sishane district is seen as a problematic area by some profiles as having a chaotic
structure, not very modern look, and associations with counterfeit production. As
part of the a new urban reconstruction plan, Sishane is to be re-organized by moving
the workshops from Sishane to a more modern location outside the city. However,
Ingin’s thesis in the Made in Sishane Project is that the district has its own dynamics
and the workshops form a network that wouldn’t survive if it is detached from its
location. Besides, having worked as a designer in Sishane for long years, Ingin states
that these workshops, which accommodate an accumulation of knowledge of
materials and techniques and is easy to reach, provide an optimum structure for
designers who want to collaborate with them to produce their products or design

prototypes.

Thus, in 2006 ingin organized designers working in the district to create a product
each to be presented at an exhibition, demonstrating the process behind each product
and the role of each workshop in Sishane in this process. These designers were
already working with the workshops in Sishane, however this collaboration generally
remained out of sight and unacknowledged. Thus, the aim of the project was to

emphasize this existing relationship.

105



There were some sponsors for the project; however Ingin states that there is no main
organization that would support this cause. She mentions AGIP and The Lightning
Fixtures Chamber, but states that they are more interested in trade relations rather

than organizational support for the workshops.
Opinions Stated by Asl Kiyak Ingin were as follows:

Craft is a production method that is generally based on manual work, and in some
cases comprises creativity, in which a certain information is transferred from past to
today based on the relation between master and apprentice. However, the concept

of craft can be reevaluated today.

One reason why craft is under threat in Turkey is the cheap products coming from
China, etc. These export products have an effect of rendering local production

redundant and turning craftsmen into merchants.

Craft production in terms of being handmade creates a unique product each time
even if the same model is being recreated. This gives an added value of uniqueness

to the product.

Craft can also provide an attraction for tourists. Various systems could be proposed
where tourists are enabled to get involved and observe local production if it is

efficiently promoted as a local asset.

Production is being displaced from local sources to other countries such as China.
In this case designers are looking for means to be able to design and produce in
proximity. Thus, designers open their own workshops and become craftsmen

themselves.

In Europe or America designers have to open their own workshops because they
don't have much other chance if they don't want to limit their creativity with the
constraints of mass production. However, Turkey has a great advantage in this
sense because there is a huge network of artisan workshops with which designers
can collaborate for their small scale production, thus not needing to open their own
workshops. Still, also in Turkey there are some designers such as Adnan Serbest and

design firms such as Derin, which pursue design and production at the same time.
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Designers with an architecture background are generally more accustomed to
collaboration with small workshops as they are used to working on single pieces
instead of production in series. For example, Autoban which is an office working
mainly on interior decoration, also design products for these interiors, and they make
use of the production network around Sishane and Galata for their production

activities.

The collaboration of designers and craftsmen add to the skills and understanding
of both sides. At times the designer pushes the craftsman to try something new, at
times the craftsman directs the designer according to the features of production.
Their collaboration is an interactive , and social process where the relationship
builds gradually as they get to know each other and the needs of each other better.
However, designers shouldn't be obsessive about their own ideas and should be more

open to the input coming from the craftsmen.

Small scale production gives the designer flexibility in production. Changes can be

made in short times and products can be customized to will.

Craft in the modern times is continuing in the production departments of large
producers. Even if it is serial production, the first sketches and prototypes are still
created in workshops with craft skills. And those workshops are the real creative

core of large producers.

Industrial design is being replaced by product design as designers are seeking

ways to design products within their own environment.

Young designers have more chance with small producers rather than large
producers, as they can get more involved with the production and keep their control

over the design.

The emergence of 3d modeling introduced a new way of thinking. They create an
illusion of a finished product whereas it is not actually finished. It is just an image
that needs to be verified with production. If the designer has enough experience with
the real material though, in that case a 3d design can be closer to a finished design,
because the previous experience and skills of the designer can render additional tests

with material and production unnecessary.
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Students should get involved with small scale producers while they're still at
school. There are some initiatives in this respect, such as the collaboration projects
between ITU’s department of Industrial Product Design and SMEs. In these projects
students work with SMEs, designing products for them and getting their designs
produced. Also a course was opened for Masters students, in which the students were
taken around to the workshops in Sigshane to give them the opportunity to observe the
production there (Ash Kiyak Ingin also contributed to this course). However, in spite
of these efforts which have been increasing in the last period, collaboration with
outside workshops is not a general strategy in design education in Turkey. Turkey
has a huge resource for this, but it is not being used effectively. Even a group of
students from Netherlands came to observe the Sishane district because they don't
have similar structures in their own country. Thus, we have to learn to make use of

the potential of our own facilities.

The topics discussed with Asli Kiyak Ingin under the six categories have been

summarized in Table 5.10

Table 5.10:Results fron Asli Kiyak Ingin’s interview

definitions redefining craft between disciplines
hand-production
apprenticeship

technology virtual material vs real material
blending of craft and technology

education sufficiency of design education
collaboration between schools and artisans.

design as an agent on craft | Social sustainability

craft as an agent in design | self sufficiency of the designer

craft liberating the designer

communication between craftsmen and designers
flexibility

unigueness/ customization

marketing

design vs industrial design

collaboration between designers and craftsmen

other globalization of production

tourism
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Figure 5.11: View from Made-in-Sishane Exhibition-2006

Interview 11: Cigdem Kaya

Cigdem Kaya graduated from Istanbul Technical University’s department of
Industrial Product design and completed her Master of Fine Arts degree at
SanFrancisco Art Institute. Kaya is presently a research assistant at Istanbul
Technical University and her research focuses on modes of interaction between the

designer and the local context.

Kaya developed an interest in the topic while she was at undergraduate level, when
she observed that her mother, who practiced handicrafts in addition to her regular
profession, was transforming her craft under the effect of observing her daughters
design education. Departing from this point, Kaya later realized that Turkey has a
huge amount of in-house production and that people within this structure were
forming networks of interaction and mutual learning from each other at an
unconscious level. Thus, Kaya is now conducting research to propose a system of

transfer of skills between the designer and these creative networks.
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Figure 5.12: Hand made Jewellery design by Cigdem Kaya

Opinions Stated by Cigdem Kaya were as follows:

Craft is a practice done with care, generally manually. But it is not limited to

production of objects. Any work that is done with care and elaboration.

Post-industrial societies are trying to revive the crafts that they lost during their
industrial period. Turkey can still be referred to as pre-industry. %90 percent of
the economy is not produced in factories, but is based on informal economy. Thus,
we are still in the period of being able to use craft before it is lost within the

conditions of industrial society.

Art, craft and design all entail the factor of creativity. In craft, unlike art and design
the concept of repetition becomes important. Craft is based on the repetition of
technique and form, and creativity is hidden between the repetitions, which gives a

unique character to each repetition.

Design's relation to industry is problematic in Turkey, because industry is not the
actual force in production. What is more dominant is an economy based on

vocational education (master-apprentice) and informal production.
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In Turkey the interaction between design and craft is at a very insufficient level.
When craft is used in design, it is generally used formally, superficially, without
any regard to its essence and the nature of the production process. Craft should
be taken in hand as a process, not as objects to be formally inspired. What needs to
be done is not to use crafted forms iconically, but to blend and make it of the
designer's own, making use of the form, the process and material as a whole. In case
of iconic use, the design remains 2 dimensional, doesn't have a depth. This can be
dangerous as while marketing craft, what is being marketed is actually culture,

which is very prone to deformation and corruption.

Craft also serves as a medium for "amateur professionalism" which is a home
based economy where people start as amateur producers of various crafts such as
lace, knitting, cooking, etc. And turn these practices into professional sources of
income. They form communities that work together in collaboration and learn from
each other. The designer's role in this process should be to embed herself into these
communities, not as a teacher, but as one of them, working with them and
interacting with them. This way, an unconscious learning and teaching process can

occur between the designer and these people.

The consciousness about craft is not sufficiently imposed on students at the
undergraduate level. Still, students who have an interest in the topic can develop
their knowledge through some optional courses. However, students generally use
craft for iconic interpretations which remain shallow and raw. At the graduate

level, students can get more involved with conceptual matters about craft.

In design education if students could have internships in workshops, learning from
the masters and craftsmen like their apprentice, it would contribute a lot to their
understanding of craft and design and this way the students could adopt craft as a
method rather than a mere archive of forms to be re-interpreted. Only this way can
they absorb materials and techniques and incorporate them into their own work as
designers. However, things need to be re-organized and this is not an easy task. It

needs official support and changes in education policies.
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In Turkey, in academy there is a general interest to craft, however the problem is
that there is no means of communication between people working in different
places. There may be many related studies taking place and it would be very
beneficial to all sides if these studies could be compared and blended, and people
could learn from each other. This situation could be improved with the presence of a
craft organization, such as a craft council, where people could call upon to share

their foundings. This is a lack in Turkey.

Academic studies in design are mostly based on practice in Europe, and especially
England. This approach called practice based research is the result of an
understanding of design and craft being so interconnected, or even as the same

entity.

Nicola Wood, a researcher at Sheffield Hallam University, and a coleaque of Kaya
works on creating interactive learning resources to record and transmit the expert
knowledge of skilled craft practitioners. In her Folding Knives Project she
collaborates with local craftsmen at Sheffield for developing learning materials to

support those wishing to learn the skills needed to make traditional folding knives.

The topics discussed with Cigdem Kaya under the six categories have been

summarized in Table 6.11

Table 5.11:Results fron Cigdem Kaya’s interview

definitions interpretation in repetition
redefining craft between disciplines
hand-production

apprenticeship

technology

education sufficiency of design education
apprenticeship

re-organization of design-education
lack of communication in academy

design as an agent on craft | designer as participant

craft as an agent in design | inspiration from cultural heritage
iconic use of craft

marketing

design vs industrial design
danger of corruption

other informal economy

amateur professionalism
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Interview 12: Sinem Kok and Seda Kok

Sinem and Seda Kok are two sisters who graduated recently (2008) from Marmara
University’s department of Industrial Product Design. Sinem Kok was among the

participants of the survey and her sister joined her for the interview.

Sinem Kok has a work experience of four months in a firm doing stand design and
she is planning to go to Milan for a Masters degree next year. Seda Kok is planning
to gain some experience in the industry and then open her own business with her

sister.

The interview with the Koks focused mainly on their recently completed education

and future plans.

Figure 5.13: Electronic cooking unit by Sinem Kok-2008

Opinions Stated by Sinem Kok and Seda Kok were as follows:

The workshop practice in design education is insufficient. Most of the projects
remain at a theoretical basis. Students have to take their own initiative to visit

workshops outside school and get more involved with actual production.

The level of workshop activity depends on the facilities of the school. In Turkey
however, the lack of economic funding to universities generally makes it very

difficult put workshop practice into sufficient amount.

It would be very nice if design education could be like a model of master and
apprentice. It would be helpful both in terms of the efficiency of learning and in

terms of the social relations between teacher and student.
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Collaborating and trying to learn from craftsmen and artisans is very useful for
young designers. In some cases the "uneducated" craftsman can give an idea about

production or design that the designer wouldn't be able to figure out by himself.

The consciousness about design is increasing in Turkey. Although we are now in a

bad period in terms of economy, the future looks bright.

Having one’s own business and own workshop is the dream of most designers
because it gives the designer freedom and satisfaction with his own work. Design is

not limited by the constraints or interference of other bodies.

Turkish designers have the tendency to return to tradition formally, making use of

formal characteristics of tradition. Defne Koz uses tradition in most of her designs.

Designers get affected by culture, both of the past and the present. This is an
unconscious process. In some cases the effect of present (technology, minimalism,
etc.) becomes more dominant. This dominance of minimalism and modernism is

also imposed during design education.

The topics discussed with Sinem and Seda Kok under the six categories have been

summarized in Table 5.12.

Table 5.12:Results fron Sinem and Seda Ko6k’s interview

definitions

technology

education sufficiency of design education
economic constrains
apprenticeship

tendency of minimalism

design as an agent on craft

craft as an agentin design | craft liberating the designer

iconic use of craft

inspiration from tradition

collaboration between designers and craftsmen

other
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Interview 13: Goniil Paksoy

Goniil Paksoy studied chemical engineering and during her engineering career made
research on natural and synthetic dyes. She always had a talent for design and while
she was still at school, she also attended courses from the fine arts faculty. She
describes her present work, which is designing costumes, as combining art and
science. Her work is exhibited in museums and galleries and was also exhibited at
Tokyo as the closing of the Turkish- Japan year. In addition to her design work,
Paksoy now teaches sustainability at the Textile Design department of Mimar Sinan

University and attends as guest lecturer on the same topic to various universities.

Paksoy is a costume designer. She does not define herself as a fashion designer as
she does not want her work to be associated with the ephemeral nature of fashion.
Paksoy’s work is based on reviving very old fabrics (generally from the Ottoman
heritage) and from them designing contemporary costumes, which she defines as art
pieces. Paksoy uses natural hand dying processes for the fabrics she uses and all her
production is hand-production. She works with her own workshops, employing
generally women workers and being very much in the production process herself.
She has two categories of production, one being very expensive pieces which she
produces from really antique fabrics, and another series for which she uses less
expensive fabrics. The design style is the same in both series, however there is

considerable price difference between the two.

Paksoy also collects various items from the past which she finds relevant as carriers
of brilliant form and technique. She preserves these items as a source of knowledge

and inspiration which should be transferred to the next generations.
Opinions Stated by Goniil Paksoy were as follows:

Craft is a technique. There is craft in both art and design. It is is a method based
on repeating the standard. If creativity is involved that should be regarded as art.
Art depends on the individual and what the maker contributes to the work. In this
case, craft becomes art when it is combined with design. In Turkey art works are

de-valued by considering them as craft, because that neglects the creative part.
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Figure 5.14: Costume and bag by Goniil Paksoy

Hand-made becomes an added value, a personal character against the dullness of

mass production. If it is done creatively, it gains the value of art.

Old, well crafted objects are a heritage that needs to be protected because the idea

they carry may inspire other innovative interpretations.

The flexibility of hand-made production enables one to keep control and take design
decisions that cannot be applied with mass production. As the designer is not limited
with the system of the machines, the flexibility of the hand enables more specific
designs. Paksoy explained this notion with a project she did for a fashion brand.
Although normally not working with fashion industry and industrial production, in
this single project she agreed to do so to help a friend. However, when she started the
project and was introduced to industrial production, she decided she would not do it
because it was against her principles. The machines were wasting lots of fabric as
they were cutting ineffectively; whereas she could produce much more effectively
using the flexibility of hand production. Paksoy finally agreed to do the project on
the condition that she would produce by hand.
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Hand-made objects are more sustainable because they are generally more expensive
and thus, you do not get rid of them as you do with mass produced ordinary objects.
Besides, in social terms, making use of craft production and crafts people in less
developed areas can provide employment for the local people, and thus is socially

desirable.

Sustainability can be thought of both as preserving and re-presenting objects, such as
old fabrics of cultural heritage and also as residing within the method you use when
you are producing, such as making use of every bit of fabric which would normally
be thrown away as excess material. Paksoy also states that she nearly never uses
zippers as her aim is to avoid the use of any substance which is not nature based that

can harm the environment.

If the designer is affected by tradition, it can be an advantage to combine this
affection with design skills. For example Paksoy states that she was affected very
much by the simplicity of the clothes of the dervishes and the lines of her costumes

have thus been inspired by them.

The topics discussed with Goniil Paksoy under the six categories have been

summarized in Table 5.13.

Table 5.13:Results fron Goniil Paksoy’s interview

definitions interpretation in repetition
redefining craft between disciplines
hand-production

technology

education

design as an agent on craft | social sustainability
material sustainability

craft as an agent in design | inspiration from cultural heritage
flexibility

unigueness/ customization
inspiration from tradition

other
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Interview 14: Secil Satir

Secil Satir graduated from Marmara University’s department of Interior Architecture
in 1971. After graduation, she studied and had an internship at the Volkswagen
factory in Germany. Having worked as a designer at various positions, Satir is now

among the teaching staff of ITU’s department of Industrial Design.
Opinions Stated by Secis Satir were as follows:

Craft is an art of processing the material with hand skills that becomes art to the
extent of the skill of the maker. However, it is not easy to apply craft in its

traditional sense to contemporary design.

People who have the actual knowledge and skills of the production process tend to be
able to offer more innovative solutions than designers. For this reason, designers
should be open to interaction with craftsmen and artisans. However, still the best
case would be when the designer himself could acquire the skills and become a

craftsman himself.

The designer's skill and knowledge in craft enables better communication between
the designer and producer. A skilled designer can give more direct and efficient
directions for the required task, especially, in small scale production facilities,
where the designer has the chance to have a face-to-face communication with the

artisan.

Design students isolate themselves from the production process and leave it to the
hands of the producers; however they should know how to do things themselves in

order to be able to direct the production process as they want it to be.

Designers choosing to work in their own workshops are very rare in Turkey.
However, Turkey is one of the most fortunate countries in terms of access to

workshop production and craftsmanship.

A problem for Turkish design is that we had to skip a certain period of minimalism
to catch up with modern design in Europe; and we had to face directly the problems
entailed by the crisis of modern design. In Europe this passage was more gradual in
the 80s and 90s; however Turkey went through a fast departure from its past and

adopted minimalism out of sky. In this case, craft can serve as an enabling factor
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when struggling with the crisis of modern design, providing a means to extract

and re-evaluate the potential of the past.

Making models at the level of prototypes enables the designer to think more
thoroughly of the design during working on the model, because hand parallels mind
in this process. Turkish design students unfortunately don't gain the habit of
producing models at the level of prototypes. The reason for this is that projects
during the education remain at an experimental level and do not put the student

face to face with actual production conditions.

Technology can provide contribution to craft by enhancing and improving the
conditions and tools of craft, enabling practitioners to direct their energy to more

creative solutions.

The topics discussed with Secil Satir under the six categories have been summarized

in Table 5.14

Table 5.14:Results from Secil Satir’s interview

definitions redefining craft between disciplines
hand-production

technology improving craft through technology

education sufficiency of design education

collaboration between schools and artisans.
tendency of minimalism

design as an agent on craft

craft as an agent in design | self sufficiency of the designer

communication between craftsmen and designers
thinking through the hand

collaboration between designers and craftsmen
crisis of modern design

other
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In table 5.15, the scope of some concepts may need some clarification.

Definitions refers to discussions on the definitions of certain categories, mainly art,
craft and design, and the relations between them. Within this category, interpretation
in repetition refers to discussions on craft’s dependence on the repeating of forms
and processes, its being defined by learning by repetition, etc. Re-defining craft
between disciplines refers to discussions proposing new definitions for craft in
contemporary context where definitions of certain categories such as art, design and
technology become blurry. The rest of the concepts should be clear in scope and will

be further discussed in the next section.

Technology refers to the effects of technology on craft and the interaction between
the two. Within this category, choosing among craft and technology refers to
discussions on the ability to choose when and how craft or technology should be
used to get the optimum performance from them. The rest of the concepts should be

clear in scope and will be further discussed in the next section.

Education refers to the role of craft in design education. Within this category,
sufficiency of design education refers to discussions on the sufficiency of craft skills
gained by the students during design education and the sufficiency of facilities at
education institutes. Economic constraints refers to discussions on the possibilities or
impossibilities of improvement experienced in the education scene due to economic
factors. The rest of the concepts should be clear in scope and will be further

discussed in the next section.

Design as an agent on craft refers to discussions on the possibilities that can be
offered by design to craft in terms of improvement, re-organization, adaptation to the
contemporary context, etc. Within this category, level of intervention refers to
discussions on the degree to which designers should act and the point where they
should stop and respect the nature of the existing system. Conservativism refers to
discussions on the ability and willingness (or the opposite) of craft to embrace new
structures. The rest of the concepts should be clear in scope and will be further

discussed in the next section.

Craft as an agent in design refers to discussions on the position of craft within the
design practice and how it could contribute to the work of the designer in the modern

context. Within this category, craft liberating the designer refers to discussions on
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the liberating effect of being able to produce what one has designed, not being
limited by constraints of larger systems. Design vs industrial design refers to
discussions on the implications of design being “industrial” and the emergence of a
new design without the “industrial” prefix. Danger of corruption refers to
discussions on the vulnerability of interpreting the concept of culture and the
negative outcomes a wrong interpretation could bring. The rest of the concepts

should be clear in scope and will be further discussed in the next section.

Under the category of Other are discussed topics that have emerged in the context of
Turkey apart from the above five categories, still the concepts under this category
could also be discussed in relation to other concepts and categories in the chart.
Within this category, support and appreciation refers to discussions on the lack of
appreciation and organizational support to people practicing craft, especially in the
context of Turkey. Informal economy refers to discussions on economic, productive
activities happening outside the main large scale production facilities, at an informal
level. Amateur professionalism  refers to discussions on amateur, in-house
production becoming a step towards professional practice and the role of craft within

this.

It should also be noted that the categorization in Table 5.15 is not explicit, and some
of the concepts could also be evaluated under different classifications. Indeed, some
concepts appear under multiple categories in different contexts. For example,
economic constraints appear under three different categories, implying three
different perspectives of talking about economic constraints. Thus, this
categorization only implies an organization of concepts to refine the results for

further evaluation.

In the following section, concept maps will be provided to demonstrate the scatter of
concepts of Table 5.15 and their weights in the discussion, followed by a evaluation

of the results.
5.3 Evaluation

The data in Table 5.15 has been converted into a concept map, using the Cmap tools.
Figure 5.15 is a weighted distribution of concepts according to their number of
appearance in the interviews. As a concept is emphasized by more interviewees, the

font becomes bigger. The positions of the concepts within the map are arranged
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according to their associations with each other. Figure 5.16 shows the distribution of

Figure 5.15 under the relevant categories.

Figure 5.15 could be evaluated as the mapping of the concepts within a discourse,
giving an answer to the question: What are the emphasises of discussion when

considering craft in the context of product design?

As can be seen from the map of Figure 5.15, one of the concepts that was
emphasized most in the interviews was redefining craft between disciplines. The
concept of craft has gone through a transformation with the emergence of industry
and technology, and changing social and economical factors. When talking about
craft in the present context, reference is still made to hand production and the
economy of the individual, however it is also marked that these are not the sole
defining characteristic of craft. Today, the idea of craft as technology refers to craft
becoming one among many technologies. The concept of interpretation in repetition
was also given considerable emphasis in defining craft as a method, which can also
be related to craft being tacit knowledge discussed in the first part. Craft, being a
knowledge gained by continuous observation and endless repeating of a certain
pattern, applies to the present context even though we adopt a definition of craft as
technology. In this sense, craft lies in the investment made on a specific skill, be this
skill either a skill of hand manufacturing, or a skill of using a 3d computer program

or the skill of cooking (as stated by Kaya in the interview).

On the other hand, even in the case when craft is considered within a more
conservative definition as “an activity involving skill in making things by hand”
(Oxford English Dictionary, 2nd edition), the need for innovation in terms of
materials, methods and tools is stressed. This is again linked to effect of
technological developments as new materials, methods and tools are developed, craft
needs to innovate itself by making use of these developments to remain effectively

coherent in the present scheme.
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Apart from craft being interpreted as a technology itself, among other approaches to
the relationship between craft and technology is seeing technology as a rival to craft,
which is probably related to the perception of technology as a synonym to industry,
and blaming technology for the redundancy of craft. Or else, accepting the
redundancy of craft as a natural selection process, which had to occur in order o
adapt fully to the new socio-economic structures. One other approach is to regard
technology as a tool that could serve for the above mentioned need for innovation in
craft, thus improving craft through technology. This could occur in the form of
technology making available new fields of action for craft, as stated by Oya Akman.
For example glass has started gaining new application fields such as application for

medical implants due to technology’s intervention to create unbreakable glass.

However, the most emphasized idea in relation to craft and technology was that
choices could be made among craft and technology specific to the situation. In some
cases, technology could prove to be more efficient in performing a certain task,
however in other cases manual work could prove to be much more economic and
feasible. In this case, thinking within the context of product design, an important skill
for the designer becomes that of being able to decide when to use technology and

when to reject it in favor of more conventional methods.

The contrast between virtual material vs. real material also enters as a defining
concept when talking about technology. This discussion mainly focuses on the effect
of 3d visualization techniques in the design process. Contrary to the design of fifty
years ago, designers are having less interaction with the real material and are bending
and forming a virtual material in 3dimensions. The advantage and facility provided
by 3d visualization was acknowledged by most participants, however belief in the
necessity of the real material, at least in the first stages of sketches and modeling
remained. 3d technologies present vast possibilities in creativity, however lack the
tactile perception (at least for now). On the other hand 3d manufacturing techniques
provide possibilities of forms that would be impossible with conventional methods.
Here again, the factor of choice becomes important depending on the proficiency and
experience of the designer, as both “real” and virtual methods present their own

advantages.

Discussions on definitions become a bit complicated as it becomes hard to

distinguish between certain categories. Authenticity becomes a problematic issue
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when defining craft. Marked extensively by Ensici in the interview, with the effect of
globalization and extensive interaction between cultures, and with the rapidly
changing structures of localities under these influences, it becomes difficult to
identify what is local. When defining authenticity, should we look for locality of
production, pattern or material or what? With the globalization of production
structures, looking for locally produced products can become a vain effort. However,
at this point designers becoming craftsmen to produce a new authenticity can open

the way to a new form of “authentic design”.

Tourism is a field closely related to authenticity, which is discussed in detail in
Bagli’s 2001 study. Craft property, becoming a representation of certain values rather
than the actual carrier of those values constitutes both a problem in terms of
originality and authenticity of an object, and an opportunity which can serve as an
added value in the market. On the other hand, it has also been a concern for some
interviewees that the use of cultural references and craft as a tool for representation
in designing new objects, could lead to kitsch products. (For more detailed
discussion on the concept of kitsch in design, see Aydinli, 1996; Celikel, 2007).
Thus, the exploitation of culture as a factor in product design could lead to a

corruption of cultural references.

Another concept that is used as a defining factor for craft is apprenticeship. Although
the practice of the master-apprenticeship relation has diminished considerably with
the transformation of vocational education, it was emphasized that Turkey has some
peculiarity in this respect as informal economy and unofficial vocational education
based on learning from a master still constitutes a large part of economic activities.
Particularly, in the case of design education, apprenticeship was marked as an
advantageous model as the necessity of learning by observation and practice was

marked as one common characteristic of craft and design.

Talking about design education, the discussions mainly focused on the level of
sufficiency of design education. As the interviewees had their experience of
education in Turkey, the commons referring to design education was mostly based on
a comparison between Turkey and other countries with a more developed design
culture and economy. By “sufficiency” is meant the level of craft skills and
workshop activity that the students are supplied with during their design education

and as a result, there did not arise a dominant idea about this education being

129



sufficient or insufficient in Turkey. However, even though the belief was that
students did not have sufficient training and practice in terms of manual skills and
interaction with materials during education, the general tendency was to accept the
situation as a reality of Turkey. Being a newly developing country and having many
limitations in terms of economic supplies reserved for educational purposes, design
education is seen as sufficient in the context of Turkey. Thus, of course the practical
part of design education in Turkey should be and could be better, but what we have

now is quite sufficient for all the limitations and economic constraints we have.

On the other hand, Turkey having a production structure based 99.8% on small and
medium scale production facilities (Er, 2008), and a huge network of small
workshops run by artisans and craftsmen has a potential to be made use of both in
terms of design practice and in terms of design education. Collaboration between
these production structures and design schools could provide for a compensation for
the lack of workshop facilities in the schools. The collaboration projects between
ITU and SMEs (for further reading see Er, 2008) provides one example for this;
however working with even smaller workshop where the designer can have direct
interaction with the artisan provides a better communication and collaboration
between designers and craftsmen. This communication is a two sided process, which
puts the design student in a similar position to the apprentice of the craftsman and
also allows the craftsman to gain an insight into design, which he can use to improve
his own work. These structures also provide an opportunity for designers in terms of
getting their creative ideas into action which are harder to get through larger
production structures. This opportunity was marked by many interviewees as
liberating the designer from the constraints imposed by the large scale industry.
Being able to produce the design herself or by working with craftsmen in small
workshops , give the designer a chance to take her own risks and produce prototypes
for marginal design ideas. This model is quite common in Europe and America
where designers produce their prototypes and exhibit them at design fairs and
exhibitions to get order for larger production. Turkey’s advantage at this point due to
the above mentioned network of small production structures was emphasized during
the interviews. One good example could be the Turkish design consultancy Autoban,

which collaborates with workshop around Galata to produce limited edition designs.
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Autoban has earned itself an international reputation due to the peculiar crafted

nature of their products.

On the other hand, within contemporary design, it becomes harder for the designer to
have control over all aspects of design and production. Thus, the issue of
specialization in design education becomes an issue. The need for specialization also
accounts for the insufficiency of skills gained by the student in terms of
craftsmanship, interaction with material and knowledge in manufacturing methods,
because design has become such a vast field that it is impossible to give the student
an education comprising all aspects of it. Thus, several interviewees emphasized the

need for specialization in design practice and accordingly education.

Other concepts relating to design education were experimentation and tendency to
minimalism, which were emphasized by the lack of the first and excessiveness of the
latter in design education in Turkey. For all the evaluations on education a re-
organization of design education in Turkey was proposed, which needed a re-
consideration of the curriculum and enhancement of facilities of design schools,

however it was also stated that this was not an easy task to accomplish.

In the academic context, craft in design research in Turkey is mainly stated as being
studied in a traditional manner, as referring to certain traditional handicrafts and
their methods and materials, and these traditional craft are generally interpreted as
under the danger of extinction. On the other hand, another point stated by Kaya in the
interview was that there is a lack of communication between academicians in Turkey
due to the lack of a craft council or the like. Researchers do not have a possibility to
update each other about their own research and most valuable research remains

unrated.

Another topic of major emphasis the role of craft knowledge in the self sufficiency of
the designer. Here, craft knowledge does not only cover the knowledge of traditional
crafts, but also a practical knowledge of how to do things, how to handle a material
and how to make decisions on the manufacturing process. This argument was mostly
based on the necessity of this type of knowledge for a designer, even in the case he
does not make practical use of it. This knowledge enables the designer to make
decisions on his own in the design and manufacturing process. It spares the designer

from wasting labor on things that cannot actually be produced and enables him to
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insist on things that can be done by showing his sufficiency and proficiency in

handling his tasks.

The emphasis on designers working with small producers on prototype basis or one
off productions, brings up another discussion, that of the relevancy of the “industrial”
in front of today’s design. If we are talking about industrial design, most of the above
discussions become irrelevant as “industrial”’ by definition refers to machine
production and thus has a limited area left for the concept of craft. However, design,
or product design, which is an expression gaining assent lately, is much more open to
experimental work done by the hand and the effect of manual in the design process in
terms of thinking through the hand. Thus, an emphasis occurred on the need for

distinction between design vs. industrial design.

Another aspect that became a subject of discussion was inspiration from cultural
heritage, of which craft forms a part. However, as has been noted above, the use of
culture as inspiration for design runs the risk of corruption if it is not interpreted with
respect. One view on craft’s use as inspiration was that this serves to add the product
a market value due to its character of authenticity in the monotype market. Craft as in
terms of hand production is being used to provide a uniqueness and customization to
the products in the market, thus defining them as factors of differentiation from the
“ordinary”, “banal” mass produced good. The added value due to the uniqueness of
these products generally place them in the luxury market, in forms of niche markets
for the elite customer. Hand produced Aston Martin Lagonda cars were already given

as an example for this phenomenon.

Inspiration from tradition is another aspect relating more to the functional
characteristics of a product. At this point, tradition serves as a verification of a
conventional form. Craft objects, being defined by the repetition of form and process
through time, propose that the specific form of the object is just the “right form”
which has remained through centuries. Thus, inspiration from the forms and

processes of craft provides a secure point of departure for design.

Another aspect that was emphasized specifically for the context of Turkey was that
craft is being used for inspiration at an iconic level. The formal characteristic of craft
are being copied or re-evaluated; however, it is generally disregarded that the form of
the craft object is the direct result of its production process. In this sense, designs

based on the iconic use of craft results in superficial objects without actual loyalty to
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the real object. What is proposed instead is that craft should be understood not as an
object category to be formally interpreted, but as a method with its own
characteristics and values that gives certain types of objects; and thus, the method
should be evaluated to end up with designed object carrying the actual values of that
specific craft. Again with the same logic, when design acts as a factor to preserve and
enhance craft, it should focus on preserving the skill and technique rather than

specific objects and forms.

The idea that, if craft is to be reformed and adapted to the modern context design is
to play the main role in this, was another dominant concern in the discussions. The
propositions for the exact nature of this role were various though. One view is that
designers can act as organizers within this reformation process of craft, guiding and
acting as consultants for practitioners of craft to improve their production and
proposing new models that are both suitable for the production of that specific craft
technique and suitable for the consumption patterns of the modern society. However,
at his point it becomes very important that the designer understands the dynamics of
contemporary craft. The designer should understand the social, economic,
psychological and demographic structure in which craft production takes place, and
should first earn his credibility within that structure in order to ensure that his
interventions are really accepted by the craft community. Otherwise, it becomes very
hard to make lasting effects on the craft production, as the craft discipline, especially
in Turkey has a conservative structure and is not very open to outside interventions.
Thus, as exemplified by the problems Ensici encountered in his Mardin project,
craftsmen should first understand and believe in the profit of design’s intervention to
their discipline. Thus, the designer’s role as an educator becomes important at this

point,

Another approach is that designers should act as participants in the process of social
transformation of crafts. Kaya, puts her emphasis specifically on the concepts of
informal economy and in-house production in Turkey, which constitutes major part
of the economic activity in the country. Kaya defined activities that started as
amateur in-house production, but later evolved into a source of income as amateur
professional activities, and stated that designers can get from as well as give to these

people, and there could be an unconscious information exchange that could
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contribute to both sides. Thus, designers’ role as a transformer of craft, should not be

as outside interventors, but as participants in the process.

Besides, the collaboration of designers with local producers has a potential to provide
employment for the local, and thus becomes a means to contribute to the economic
development and well being of these people, which can be interpreted within the
scheme of social sustainability. Besides, this same collaboration can provide the
designer to work with much flexible production structures, that s’/he can mould and
orient according to his/her needs. Within these flexible structures open to
experimentation, boundaries defined by conventional methods can be pushed and

changes can be made easily and at short notice.

The flexibility provided by small scale or manual production also constitutes a
possibility to make decisions for saving of resources such as material or energy as in
the case of Goniil Paksoy, where she can make use of every bit of fabric due to the
flexibility of hand production. The same would not be possible if her designs were
produced by machines, which would have to follow a defined pattern of production,

producing a lot of waste material.

Within the scheme of globalization, local values gain a differentiating character.
Thus, design’s intervention on craft can also be at a level of transforming the local to
gain a place in the global context. However, this needs a careful calibration not to
lose the essence of the local while transforming it. The level of intervention of the
designer became a concern for some of the participants, as it was stated important to

respect the essential structure of the local context.

The globalization of production structures, with most of the production activities
being transferred to the Far East countries has also acted as a factor contributing to
the decay of local craft production. As labor and raw material are very cheap in these
countries, it becomes much convenient to import rather than produce. This has
affected craft practice, making production redundant and propelling many craftsmen

to become tradesmen instead.
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6. CONCLUSION

This study has aimed at providing a conceptual scheme for a discussion structured
around craft in the context of contemporary product design, and has done so by
identifying key concepts of consideration regarding craft in relation to various

concepts including art, technology, economy, society and culture.

The results of the research, that have been visualized in Figure 5.15 demonstrate that
the most dominant subjects of discussion when considering craft and product design
today are “redefining craft between disciplines”, sufficiency of design education”,

and “self-sufficiency of the designer”.

“Redefining craft between disciplines” stands for a range of issues regarding what it
means when we pronounce the word craft today. As stated by most of the
interviewees, the traditional definitions of craft does not suffice today. Craft, which
used to designate a certain production structure based on manual labour, direct
interaction with the material, repetition of traditional forms and the economy of the
individual; today needs to be reconsidered in a much wider sense considering
conceptual thinking as well as manual labor, virtual material as well as real material
and innovative approaches both in form and technique as well as loyalty to tradition.
Craft’s position in the global scheme also adds to this versatility, as it becomes
difficult to identify a craft object in terms of its authenticity. Authenticity is not easy
to define in the present scheme as the local loses its purity under the effect of the
global. At this point, the merging of craft and design provides a pseudo-authenticity,
not by a true loyalty to the local, but by creating an illusion of it, which reflects on

the designed product as an added value in the market.

Within this scheme of vaguely defined boundaries, the realms of art, craft and design
no longer constitute different entities, but their borders find different forms when
approached from different aspects. Considering craft and design, the dominant
position that came out of the interviews is that craft is an indispensable part of
design. Among dominant approaches were opinions equating craft and design,

opinions regarding design as the new craft of our age, and opinions drawing a
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distinction between craft and design on the base of creativity, defining design as a

combination of craft and creativity.

The second dominant topic is “sufficiency of design education”. The reason for the
dominance of this topic probably emerged as the interviewees were all coming from
a Turkish background; and is thus specific to the context of Turkey. The topic of
education was emphasized by most interviewees, regarding the insufficiency of
workshop practice in the design curriculum in Turkey. The common position in this
respect came out to be that workshop practice in design education in Turkey is at a
low level compared to other more developed countries. As has also been stated in
Part 4, when discussing the development of Industrial Design in Turkey, comparing
the design curriculum in the present times to the 1960s when design education was
newly developing in Turkey, it can be said that workshop practice has diminished
considerably. As stated both by the literature and the interviewees, this deficiency is
due to the limited resources and funding available for universities. The vast
expansion of design schools and increased amount of students were not met with a
similar increase in workshop facilities, and thus, the outcomes of the interviews
converge to the position that design graduates are generally not equipped with
sufficient skills in working on a real material in a real workshop. However, it should
also be noted that most of the interviewees, although stating that there should be
much more facilities for hands-on production for students, are also quite satisfied
with the education they had. This can be attributed to a general attitude of conformity
in the Turkish context, stating that things should be better, but preserving a respect

for the present state at the same time.

Another important outcome for the Turkish context is that, although workshop
facilities are limited in educational institutions, there is a very developed network of
artisan workshops which are the extension of the Turkish craft tradition dating back
to very old times. This structure was emphasized in the interviews as an invaluable
source both for design students and for designers working in the market. The
collaboration between designers and craftsmen was a dominant proposal by the
interviewees, stating the advantages of uniting the skills of craft and design
possessed by different bodies. This network of workshops could also provide a
solution in the domain of education. In case of cooperation between design schools

and workshops outside school, this cooperation could serve beneficial for both
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parties as the school gets access to facilities which are not constituted within its own
body, and the workshop get introduced to prospective designers, which could prove

to form lasting professional relations between the two.

This network of workshops, which is specific to the Turkish context, brings the
discussion to the third dominant topic, “craft liberating the designer”. The research
results demonstrate that the discourse around craft within the context of design is
dominated by the implications of manual labor and self-sufficient production of the
designer, which are viewed as potentially very advantageous in terms of enhancing
the designer’s creativity and freedom of choice. The designer’s ability to become a
craftsman himself frees him from the constraints of large scale production, and
enables him to work self-sufficiently without dependence to any outside body. This
model, which is more common in Europe and America, especially in England,
Netherlands and Germany is newly being recognized in Turkey with young designers
aspiring to open their own workshops where they can liberate their creativity. This
model of the workshop based designer, akin to the designer-maker of the 1980s,
opens the way to conceptual approaches to design as the designer is enabled to play
at the boundaries of art and design, exploring the possibilities of materials and new
technologies as he is liberated from the constraints of industry. However, for this
approach to be sustainable in Turkey, “a developed design culture to appreciate
products that are more than functional and economically viable” is needed, together
with an economy developed enough to sustain such a production and consumption

pattern.

It also becomes necessary at this point to draw a distinction between design and
“industrial” design, the former being associated with the craft ethos of the designer-
maker, and the latter with the rationalist mass production of goods. These two
notions of design and industrial design have to co-exist in the contemporary times as

they address separate demands from separate social, cultural and economic orders.

Regarding the five domains of discussions that have been identified in Section 5.1, it
can be seen from Figure 5.16 that “craft as a factor in design” has been the most
dominant one. This is not surprising as the interviewees were chosen mostly among
practitioners of design, and their main concern was craft’s practical implications for

their domain of work.
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One last comment would on possible topics for a further study on craft and design.
Studying the historical evolution of art, craft and design, it is interesting to observe a
similar dichotomy between the virtual material and the real material within the
context of design, to that of the dichotomy between the conceptual and the material
within the context of art. Another dichotomy in the art discourse, the functional vs.
the non-functional, has also evolved within the design discourse with the emergence
of conceptual design or designart as termed by Alex Coles (2005) in opposition to
functional design. This dichotomy can also be linked to the transfer of certain design
pieces from the department store to the gallery similar to carft’s transfer from the
workshop to the gallery. Whether there is an affinity between these notions could

constitute the topic for further research.
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APPENDIX A.1 : Survey Questions and Answers

/eys.com View Results http://www freeonlinesurveys.com/viewresults.asp?surveyid=

Results for: Zanaat ve Modern Tasarim Uzerine bir Anket
Calismasi

1) Kigisel bilgiler

1. Adiniz, Soyadiniz:

2. Mesleginiz:

3. Aktif gahisma alaniniz:

4, e-mail:

2) "Zanaat" kavramini kisaca tanimlamaniz gerekse nasil tanimlarsimz?
(all results shown)

- Zanaat el becerisi gerektiren cesitli tekniklerle islevsel bir urun ya da sanat eseri yaratma
surecidir. Fakat gunumuzde daha cok nostaljik bir kavram haline geldigini dusunuyorum. Zanaat
gunumuzde daha cok sanatin bir parcasi haline geldi.

- zanaat askinsal eylemdir. isin icine dusunsel ve duygusal buutlar girerse zanaat sanata
evrilir/ donusur.

- GUNLUK HAYATTA KULLANILAN OBJELERIN IMALATI, BU IMALAT ESNASINDA OBJELERIN
ZANAATKARA GORE DEGISKLIKLER GECIRMESI

- usta crak iliskisine dayanan, el ustalig: gerektiren bir istir.

- Ustalasilmis bir alanda el ile iiretim yapilmasi.

- Zanaat kumulatif bilgi birikiminin yapma faaliyetine yonelik oldugu meslek alanlaridir.
- yaraticikitan ziyade ustalik ve beceriile bir isi-gereksinimi karsilamak diyebilirim

- yaratici diisiince ve el ustaligininin ise yarar yada siis amaclh liriine déniistiigii bir baska cag
birey-ekonomi olgusu.

- iriinler iizerinde belirleyici faktor olarak standartlasmis endiistri aletlerinin degilde, insan
emegdinin on planda olmasi

- Ustalk, becerive deneyim gerektiren el isi liretimdir.

3) Kendi yaptiginiz isi kisaca tanimlar misiniz?

(all results shown)

- Metal teknikleri ustune yogunlasmis olsam da farkli malzemeler de kullanarak cagdas mucevher

tasarimlari ve sanat eserleri uretiyorum.

- tasarim arastirmacisi

- BELLONA MARKASI ICIN PANEL MOBILYA TASARIMI

- seri liretim icin tiiketici ihtiya¢ ve problemlerine yonelik, estetik, islevsellik, ergonomi, malzeme
bilgisi, pazarlanabilirlik, iiretim yontemileri gibi cesitli kriterleri gézeterek, yeni liriinler
tasarlamaktir.

- Arastirma gorevlisi-derse girip ¢cikiyorum

- Kisi kullanimi amacli uretilen/ uretilecek endustri urunlerinin kavramsal ve fiziksel tasarimlari.

148

513112



ys.com View Results http://www.freeonlinesurveys.com/viewresults.asp?surveyid

- Firmalarm iiriin kimigine gére ambalaj tasarimi yapmak.
- endiistriyel iiriin tasarimi ve grafik tasarim.

- bakirdan ev ve bahge aksesuarlari yapan ihracatc bir firmada tasarim ve iiretim takibi
islerinden sorumiuyum

- Bir ic miamrhk ve tasarim ofisinde tam zamanl olarak, ic mimari projelerin uygulama projelerini
hazirlamak, uygulama siirecinde kontrolorliik yapmak, bunun disinda ayrica disaridan serbest
olarak dzellikle ziiccaciye sektoriindeki cesitli firmalara endiistriyel iiriin tasarimlari yapmak.

4) Yaptidiniz iste zanaat kavraminin bir yeri oldugunu disiiniiyor musunuz?

(all results shown)

- Yaptigim is bir zanaat kolu olan metal islemeciigini iceriyor. Zanaatin yeri islerimde cok buyuk.

- her sanatin guclu bir zanaat yonu vardir, bu interaktif tasarim baglaminda yazilan kod ve
tipografide kendini gosterir, o yuzden evet.

- EVET, ESKI MOBILYA USTALARININ ETKILERINI HALA GORMEK MUMKUN

- evet olmali, fakat dedisen tasarim diinyasinda zanaatin usta-cirak iliskisine benzer tasarimci-
agrenci yoluyla desteklenmesi gerektigine inaniyorum. Ayrica el ustaliginda aletlerin yerini gizim
kalemleri ve bilgisayarlarin almasiyla "zanaat" in getirdigi ustalik anlayisi degismistir.

- Hayir

- Evet dusunuyorum. Yaptigim iste zanaatcilerle yakin calisma durumunda olabiliyorum ve zaman
zaman zanaat ogretilerini tasarima yansitmam gerektigini dusunuyorum.

- evet diisiinliyorum.

- yetenedin kullanimi agisindan benzerlikler var, projeler talkum calismasi ve coklu karar
mekanizmalari ile zanaat dan hayli uzaktir cgogu zaman.

- kesinlikle. Biz yaptigimz iste dzellikle zanaat faktoriiniin olmasina tzen gdsteriyoruz. Yapilan
tasarim iyi bir tasarim olsada, bu giiniimiiziin gelismis endiistri ortaminda herkesin yapabilecegi
bir iiriin niteliginde ise, bizim icin avantaj saglayacak bir tiriin olmamis oluyor.

- Su an yaptigim islerde zanaat kavramnin bir yeri oldugunu diisiinmiiyorum. Islerim cok biiyiik
bir yoguniukla bilgisayar iizerinden yiirimekte. Biitiin uygulama cizimleri ve fikirlerin
gdrsellestirilmesi bilgisayar programlari aracilgiyla gerceklesmekte.

5) Gunumuz tasariminda zanaat kavraminin bir 6nemi oldugunu diisiniyor musunuz?
Neden?

(all results shown)

- Zanaat islevsel urun ihtiyacindan dogmus oldugu icin tasarimin ilk asamasiydi zamaninda
denebilir. Simdi ise endustri devriminin ardinan zanaat bir ihtiyac olmaktan cikti. Gene de ureten
tasarlayan kisinin yaklasimina bagli olarak zanaat urun tasariminda yer edebilir. Fakat el
emeginin degeri seri uretime gore cok yuksek oldugu icin endistriyel tasarimda zanaat fiziksel
olarak yer alamaz artik. Zanaat kavramitasarimla yorumlanabilir ama. Nasil oldugunu
bilmiyorum, ustune dusunmek gerek.

- zanaat, tasarimin karakter vasiflarindan biridir, bu baglamda zanaatsiz tasarim karaktersizdir
diyebiliriz. zanaatin liberal bir sanat olan tasarimla iliskisi muhafazakardir, ornek vermek
gerekirse, studyodan cikan bir proje iscilik yonunden kusursuz oldugu nispetce basarilidir.
zanaatin cagdas sanatlarla olan iliskisiyse ozgurlukcudur, deneyselligi kaldirir, hatta deneyselligi
yuceltir. jackson pollock' un dripping metodunu muhafazakar bir anlayisla ele alcak olsak ustada
rahatlikla isciligi zayif biri diyebiliriz mesela. o yuzden zanaat baglamsaldir diye konuyu
baglayabiliriz. kolay gelsin:)

- TASARIMCI, TASARIMLARININ NASIL OBJE HALINE GELDIGINI MUTLAKA YASAMALI, BU
ESNADA ZANAAT, ZANAATKAR ORTAYA CIKIYOR.

5/31

149



/s.com View Results

- Glinlimiiz tasarim diinyasinda artik zanaatin bir Gnemi kalmamistir.endiistri ve seri iiretim
zanaati yoketmistir ciinkii.zanaatin dgretilerinden bir kism siirdiiriilebilir.

- Evet diisiinliyorum, cok fazla endiistrilesme oldugu diisiiniiliirse el emegi ama her tiirli el
emedgi degil bu- incik boncuk degdil ama kaliteli ve yerinde el emeginin giderek dnemli olacagmm
diigniiyorum ¢iinkii bu tiir iiriinlerin daha Kisilik ve ruhu yansittigini diisiiniiyorum

- Evet esinlikle, cunku seri uretim ve kitle kullanimi amacli urunler de ozellesme ve kisisellesme
gerektiriyorlar ve bu sayede basarili oluyorlar ( mutlu ediyorlar). Bu da zanaatin sundugu
avantajlardan birisi.

- Bence ¢ok ta dnemli degil ¢iinkii tasarimci olarak ben genel bir konsept belirliyor ona gore
formlarimi olusturuyorum geri kalan isleri ustalar hallediyor

- gliniimiiz tasarimcisi bilgiye ulasma sekli, kullandig: araclari, ve iiriinlerin ortaya cikis hali ile gok
farkhdir ama yine de gegmisten gelmis bir zanaatcidir. Yaratici diisiince ve el ustahgi adeta
zamansizdir.

- Zanaat,aywrt edicilik saglamak icin Gnemli bir avantaj.Fiyatla rekabet, kalite ile rekabet;
tiriinlerin gok daha standart ve minimal oldugu durumlarda gecerli gibi geliyor.Bizim yaptigimz is
gibi dekorasyonun ve estetigin 6n planda oldugu durumlarda zanaatin 6nemli bir yeri oldugu
diisiincesindeyim

- Zanaatin deneyim ve beceri gerektiren yani tasarimin da bir gerekliliidir. Ancak tasarimci asi
olarak fikirleriyle var olur ve endiistriyel tasarim asil amaci seri liretim igin liriin gelistirmektir.
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APPENDIX A.2 : Transcripts of the Interviews

INTERVIEW WITH UMIT ALTUN
G: Giines Kocabag
UA: Umit Altun

G: Once hani aym1 kavramdan mu bahsediyoruz u bir agikliga kavusturmak igin,

zanaati tanimlamaniz gerekse nasil tanimlarsiniz?

UA: Yani simdi heralde el becerisiyle veya iste beceriyle is yapan, para kazanan

insanlari yaptig1 is diyebiliriz.

G: Peki ¢agdas tasarimda bir yeri oldugunu diisiintiyur musunuz?
UA: Tabi ki.

G: Nasil bir yeri oldugunu diisiiniiyorsunuz?

UA: Birebir ortiisiiyor aslina bakarsaniz. Yani sonugta tasarim da bir nevi zanaat.
Sanat diyemeyiz ciinkii tam olarak. Bireysel yaraticiliga bagl birsey olmadigimi
diisiiniiyorum ¢iinkii.

G: Tasarimin mi1?

UA: Evet. Ciinkii tasarimin yine insanlarin begenecegi nitelikte birseyler yapmak
tizerine kurulu bir ig kolu oldugunu diisiindiigiim i¢in sanatin igerisinde ¢ok fazla yer

almadigim disiiniiyorum. Yani direk tasarimci kendi istediklerini yapmak gibi bir

liikksti yok. Aslinda bu tarafiyla zanaate yaklasiyor zaten bana sorarsaniz.

G: Peki tasarim stireci agisindan baktigimizda artik boyle 3d teknolojiler falan, siz de
3d ile yogun olarak caligan bir insansiniz...yani teknolojinin gelismesiyle birebir

zanaate, el isciligine bagl seyler biraz geri planda kalmiyor mu sizce?

UA: Aslinda zanaati sadece el isciligi olarak tanimlamak dogru gelmiyor bana. Soyle
diisiiniin. Bundan 20 yi1l dnce teknik ¢izim masasi, iste modeller, maketler lizerinde
calisirken sadece araclar degismis oldu. Aslinda kavram olarak baktigimiz zaman

yine ayni seyleri yapiyoruz. Cok farkl degil.
G: Yani bu yeni teknolojiler de bir yerde cagimizin zanaati...

UA: E tabi evet, ben dyle goriiyorum
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G: Peki sizin tasarim ve iiretim siirecinizden biraz bahseder misiniz. Nasil gelisiyor

projeler?

UA: Tasarim ve iiretim siirecimiz...simdi 6zet olarak ben anlataymm. ilk basta
miigteriyle bir araya geliyoruz ve onun isteklerini anlamaya c¢alisiyoruz. Ne
istedigini, hangi miisteriye, hedef kitlesine hitap ediyor. Ne tip iiretim yontemleriyle
tiretilecegini...daha sonra bu baglamda bir aragtirma, gozlem calismasi yapiyoruz.
Aragtirma, gozlem calismasindan sonra toparladigimiz bilgileri kendi aramizda
paylasiyoruz ve fikir {iretme agamasina gegiyoruz. Fikir {iretme asamasi bireysel de
olabiliyor. Grup halinde brain stormingler seklinde de olabiliyor. Bunlarin ¢iktilarini
ana konseptler olarak gorsellestiriyoruz. Daha sonra bu gorsellestirti§imiz
konseptlerden istenilen niteliklere uygun 5-6 tane farkli alternatif iiretiyoruz. Bu
farklr alternatifleri ilk once elle iste eskizler cizerek...yani elle dedigim iste aslinda
yine tabletlerle, bilgisayar ortaminda...daha sonra da bilgisayarda 3 boyutlu olarak
modelliyoruz. Gorsellestirdigimiz bu tasarim alternatiflerini sunuyoruz ve bunlar
arasindan segilen bir tasarimi daha ileriye, liretime tasiyoruz. Orda ne yapiyoruz...iste
parca tasarimlari, onlarin refinementi...¢linkii sadece gorsellestirme amaciyla bitmis
oluyor. Ve en son kalip¢iya gidene kadar biitliin asamalar1 tamamladiktan sonra, hatta

kaliptan ¢ikana kadar takibini yapiyoruz. Ozetle bu.
G: E tabi bu siiregte ¢ok iyi bir malzeme ve iiretim bilgisi gerekiyor.
UA: E gerekiyor tabi.

G: Peki o nasil kazanilir, yani okuldan yeni ¢ikan bir tasarimci bu bilgilerle ¢ikiyor

mu?

UA: Higbir meslekte okuldan ¢ikip da yiizde yiiz tamam oldum diye bir calisma
miimkiin degil aslindan. Basliyorsunuz ve yavas yavas...tecriibbe dedigimiz sey de o
aslinda. Yani okuldan ¢iktiginizda sizde temel bilgiler yiiklenmis oluyor. Bu temel
bilgiler iizerine sizin ¢alisma yogunlugunuz ve seklinize gore...yani tecriibeyle tabi
kisinin kendi istegiyle veya ilgisiyle de dogru orantili olarak kazanmasi miimkiin.
Yani zaman icersinde ¢iinkii ne kadar {iretimle i¢ ice calistiginiza bagl olarak o
malzeme bilgisini ve iiretim bilgisini daha yetkin bir sekilde kullanmak ve 6grenmek
ancak o sekilde miimkiin. Ben hale 23 yil, 24 yil olmasma ragmen, hergiin birsey
Ogreniyorum. E iste okulda bu bilgiyi paket halinde vermeleri miimkiin degil tabi

ama...belki biraz daha yetkin, biraz daha dolu olabilir o taraflari.
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G: Yani siz kendi egitiminizden...

UA: E kullamdigimiz var tabi ama tamammm Oyle aldik da egitimle basladik

diyemeyiz yani.
G: Soyle bir kayg1 da var ki, egitim pratikten kopup teoriye mi kay1yor...

UA: Yani bu seyle ilgili aslinda, okullarin stratejisiyle ilgili. Her okul kendine gore
bir 6gretim sistemi belirliyor. O egitim sistemine gore baktigimiz zaman kiminde iste
o teknik bilgileri yogun olarak alabiliyorsunuz, kiminde daha sanatsal agirlikli
bilgiler alabiliyorsunuz. iste bu da aslinda ¢akisan kavramlardan kaynaklaniyor. Yani
zanaat, sanat kavramlarini sdylediginiz gibi, biz okuldayken de 20-25 yil 6nce de
bunlar tartisiyorduk mesela. Yani ne kadar1 sanat, ne kadar1 degil. Ne kadar1 teknik
is bizim isimizin diye. Dogrusunu isterseniz o zaman ¢ok net karar veremiyordum
buna ama, iste zaman gectikge tecriibe yasadik¢a yaptigimiz isin i¢cinde hem zanaat
hem...daha dogrusu soyle sOyliyim hem teknik is, el becerisi, hem de yetenek ve
sanat tarafi oldugunu gorebiliyoruz. Ama bunun oranlar yaptigmmiz ise gore
degisebiliyor. Yani bir dekoratif obje tasarimi yapiyorsaniz burda sanat agirligi daha
fazla oluyor da, iste ne biliyim daha teknik iste endiistriyel bir {irlin yapiyorsaniz
burada sanat kismi biraz daha az oluyor. Dolayisiyla bunu da iste okuldan
¢iktiktan...yani branglasmak belki buna ¢6ziim olabilir egitimde, okulda. Ama
branslagsmak da hani Turkiye’de heralde olsa olsa 1-2 brang olabilir. Ciinkii benim
gordiigiim kadariyla en yogun sektorlerden birisi mobilya sektdrii mesela. E mobilya
sektoriinde bu kadar c¢ok tasarimei ¢alisiyorken branglasmadan mezun olup gidip
mobilya sektoriinde ¢aligmalar1 bana pek dogru gelmiyor agikgasi iste o dedigimiz

pratik bilgi eksikliginden dolays...
(Ara verildi)

Yani yaptigimiz isin niteligine gore sonugta isin icindeki oranlar degisebiliyor. Bunu
da ben tecriibeyle kazanabildim ancak. Ciinkii fazla teknik tarafa gittiginiz zaman
aslinda endiistriyel {iriin tasarimindan ¢ikip biraz tasarim miihendisligine kaymaya
basliyorsunuz. Bizim burda genelde verilen egitimler ise endiistriyel {iriin tasarimi
egitimi, zaten adi iistiinde. O ylizden de teknik taraf biraz daha zayif olabilir. Ama bir
miktar daha yogun olmasi gerektigine inamiyorum. Yani ¢iinkii endiistriyel
tasarimcinin kendi bagina bir takim kararlar1 verebilmesi igin...tamam bir ekiple

calisirsa da olabilir ama yine de o ekibin igerisinde etkin rol oynayabilmesi i¢in en
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azindan tiiretim ydntemlerini, malzeme bilgilerini..bunlar1 bilmesi gerekiyor, iyi bir
sekilde. Hangi malzemeden iiretecek, hangi yontemle iiretecek, tasarimi ¢iinkil ona
gore yapmasi gerekiyor. Aksi takdirde tasarim styling den ileri gidemiyor. Bunu da
biraz tasarimci kendisi kazaniyor, biraz okul veriyor. Ama yeterli oluyor mu
derseniz, olmuyor. Ama bunun da bir ¢6ziimii var mi, egitim miifredatinin degismesi
gerekiyor ki bu da ¢ok da kolay birsey degil diye biliyorum. Cok da iyi bilmiyorum,
hocalarin sdyledigi kadariyla. Ciinkii ben hocalarla da bu konuyu paylasiyorum,
konusuyorum. Yani boyle olmasi daha iyi olur diye ama onlarin da yapabilecegi ¢cok
fazla birsey olmadigimi goriiyorum. Yani sonu¢ olarak, dedigim gibi tasarimcinin

kendisine kaliyor biraz.

G: Peki 3d’ye tekrar donersek, siz 3d’yi daha ¢ok siire¢ i¢cinde tasarimi gelistirirken

mi kullanmiyorsunuz, yoksa miisteriye presentasyon agisindan, gorsellestirme i¢in mi?
UA: Biz her iki alanda da yogun bir sekilde kullaniyoruz.
G: Yani siiregte 3d yeterli oluyor mu?

UA: Kimi zaman yeterli oluyor, kimi zaman olmuyor. Yani mesela suna bagli. Biz
3d veya 2 boyutlu calismalar1 projenin niteligine gore yapiyoruz. Yani mesela bazi
projelerde 2 boyutlu calismak c¢ok daha hizli sonuglar veriyor. Mesela sdyle
sOyliyim, bir duvar saati yapiyorsunuz. Duvar saati yaparken bunu 2 boyutlu
gorsellestirmek ¢ok kolay ve hizli, ama 3 boyutlu modellemek zaman aliyor. Yani bir
tane alternatif olusturacaginiz yerde 3 boyutluda, 2 boyutluda, photoshopta yani
bilgisayar ortaminda yine 10 -20 tane yapabiliyorsunuz. Dolayisiyla bu tip bir
projede 3 boyutlu tasarim alternatifi hazirlamak zaman kaybi gibi geliyor. Ama bir
mesela daha farkli birsey, ne bileyim bir mutfak robotu, bir tost makinasi, cay
makinast yaptiginiz zaman burda bir kere obje daha 3 boyutluya uygun bir obje
oldugu i¢in, 3 boyutluda onu modelleyip farkli agilardan render ettiginiz igin 3

boyutlu ¢calismak daha mantikli oluyor. Boyle seciyoruz yani.

G: Benim asil demek istedigim, mesela arkada modellerinizi falan goriiyorm,

maketler falan, onlar1 kendiniz i¢in mi yapiyorsunuz, miisteriye sunmak i¢in mi?
UA: Kendimiz i¢in de yapiyoruz, miisteri icin de yapiyoruz. Yani ergonomik
birtakim seyleri goérmek istedigimiz zaman kendimiz yapiyoruz. Bir tane hizl

prototipleme makinamiz da var. Iste diyelim ki bir sistemin elle tutulacak pargasini

yapiyorsunuz, ¢ simdi orda bilgisayarda modellemek tamam miimkiin ama higbir
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zaman i¢in onun tam olarak ergonomisi birebir test etmeniz miimkiin olmuyor
bilgisayar ortaminda. Dolayisiyla onun prototiplerini, modellerini yapip iste elimize
alip acilarinda, capinda, boyutlarinda oynamalar yapiyoruz sonrasinda. Bunu
kendimiz i¢in yapiyoruz. En son miisteriye sunus, tasarimi sectikten sonra, nasil
birsey olacagmi gostermek igin 1/1 prototiplerini yapip, boyayip, final halinde

sunuyoruz. O da miisteri i¢in yapilan kisim.

G: Evet...ben yani sizin pratik caligmalariniza yogunlastim ama zanaat, sanat...hani

kavramsal olarak sdylemek isteyeceginiz birseyler olursa aslinda...

UA: Yani evet, zanaat dedigimiz sey sonugcta...yani biz modern zanaatkarlariz aslinda
bana sorarsaniz. Yani eskiden bir ayakkabi iireten bir insan, veya bir bakir
ustasi...yani bir konuya yogunlagsmis olmasi disinda bizden bir farki yok. Yani ¢iinkii
o konularda hem iiretim tarafini..yani miisterinin istedigi seyi yapiyorlar onlar da

zaten, ben Gyle ayirt ediyorum.

G: Bir de eski zanaatlerde sey de var, biraz tasarimdan farkli belki..bir gelenegi
tekrarliyor. Yani buna yaraticilik katanlar da var tabi ama olan bir formun

tekrarlanmasi gseklinde genelde...

UA: Ama yani orda da mesela o ustanmn 6zelligi kendi yorumuyla ¢ikiyor ortaya.
Sonucta tasarimda da bana sorarsaniz yorum katmak tasarim dediginiz sey...yani
tasarimdaki yaraticilik kismi. Siz tamamen bambagka birsey yapmiyorsunuz ki. Yani
diyelim ki bir tane kalem yapiyorsunuz. Yapacagmiz sey belli. Orda tamam patentlik
birseyler, farkli birseyler kattiginiz zaman {iriin komple degisiyor ister istemez, ama
bu o zaman da yapiliyordu sonugta. Burda 6nemli olan sey...bir kere sunu higbir
zaman i¢in inkar etmiyoruz heralde...o yaptigimiz seyin bir kere fonksiyonunu bire
bir yerine getirmesi must. Onun disinda onun istiine birseyler koymamiz lazim.
Onun {istiine koydugumuz sey, yaraticilik dedigimiz sey bir tasarimcinin yorumu.
Iste ben sade g¢izgileri severim, ne bileyim tarzim bellidir, renklerim bellidir,
malzemelerim bellidir. Ben o malzemelerle, o renklerle o tarzda birseyler yaparim,
sen baska birsey yaparsin. Bu da aramizdaki farki ortaya ¢ikarir. Ama sonug olarak o
iirin aym islevi yerine getirir. Dolayisiyla yaraticilik da isin icerisinde ylizde yiiz
yok, yani yilizde yliz derken yani bu tamamen bambaska birsey olmuyor. Bu tost
makinasiyla yine bir tost makinasi. Birisi yuvarlak hatli oluyor, birisi daha keskin
hatli oluyor, birinde cam kullantyorsunuz, birinde metal kullantyorsunuz. Iste bunlar

aradaki farklar1 doguruyor zaten temel olarak. Yani olaya biraz sey baktiginiz zaman,
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hani bdyle duygulardan arindirarak baktigimiz zaman 6zii bu. Yani ona farkli
anlamlar kazandirmak istedigimiz zaman, iste bir takim hikayelerle birlikte bunu
ortaya c¢ikartyoruz. O zaman da iste insanlar onu o hikayeyle birlikte
hatirladiklarinda daha farkli, daha bir yere oturtabiliyorlar. Dolayisiyla iste yani
zanaatkarin yaptigiyla bizim yaptigimiz arasinda temel olarak ¢ok biiylik farkliliklar
yok yani. Ha biz kendimiz {iretmiyoruz o ayri...zanaatkar iiretiyor ayni zamanda.
Ama yani tasarimda o yonii segmis insanlar da var iste biliyorsunuz tasarliyor ve onu

iiretip satiyor. Bu da bir yontem...

G: Tirkiye’de biraz daha az sanki. Yani yurtdisinda kendi stiidyosunda birebir

tasarlayip, ilireten tasarimcilar daha fazla bize gore..

UA: O da yavas yavas olusacak birsey. Yani o bir siirec meselesi. Oyle bir pazar
olusmasi lazim. Yani Oyle bir pazar olustugu zaman eminim ki bura da ¢ikacak.
Aslinda biz de bunu diisliniiyoruz. Mesela birgok sey yapiyoruz...yani o zaman
aslinda bana sorarsan kendin i¢in birsey yapmis oluyorsun. Yani simdi ben mesela
boyle birsey yapmayir diislindiiiim zaman, miisteri ne ister, iste formda, veya
beklentileri tarafindan diisiinmek istemiyorum dogrusu. Boyle birsey yapacaksam
benim begendigim birseyi yapacagim, karsimdaki, onu satin alacak insanlar da
bageniyorsa, yani benim estetik zevkimi ve yaklagimimi begeniyorsa onu satin
alacaklar. Yani tutup da bir arcelik e bir beko ya tasarim yaptiginiz zaman Oyle
bakamiyorsunuz, Oyle yaklasamiyorsunuz. Orda ¢iinkii cok genel bir miisteri
kitlesine hitap ettigi i¢in oturup onlarin analizini yapmaniz lazim ve onlarin estetik
begenisine gore birseyler ortaya koymaniz lazim. Uzerine de kendi yorumunuzu tabi
ki katacaksiniz. Ama birseyler tiretti§iniz zaman direk kendi yorumunuzla birseyler
yapar ortaya koyarsiniz. Onu begenen alir, begenmeyen almaz. O farkli birsey biraz

daha.
G: Daha kiictik capli liretimin avantajlart...

UA: Daha zevkli olabilir yani tasarime1 a¢isindan. Daha ¢iinkii 6zgiir birakiyor aslina

bakarsaniz.
G: Siz de ilerde dyle bir yone girmeyi diigiiniiyoruz dediniz.

UA: Istiyoruz, evet. Yani ¢ok ilerde de olmayacak heralde. Yakin zamanda

olabilir...kendimiz tasarlayip kendimiz liretmek, ya da iirettirmek...
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G: Bir de sey sorucam. Hi¢ bdyle fikir olarak ilham aldigmiz oluyor mu eski

formlardan, iste zanaat iirlinlerinden...sizin biraz daha modern ¢izgileriniz ama...

UA: Oluyor tabi oluyor.ama dogrusunu istersen ben kendi adima ona cok
inanmiyorum. Benim yaklagimim su , ben zaten 25 yillik tasarim, iste 40 kiistir y1llik
hayat goriisiimle oturup birseyleri ¢iziyorum. Yani tabi ki birseylerden, dogadan
ozellikle ilham almay1 seviyorum. Ama nerde bu, mesela bir takim detaylarda. Ama
iiriinlin biitlinlinde boyle birseyin zorlama oldugunu diisiiniiyorum. Bu detaylarda
olabilir, ama genel olarak yaptigimiz sey, 6zgiin olmasinin zaten kosulu o, yani
oturup birseyi kendimizin yaratmasi, o birikimle yaratmasi. Ciinkii herkesin birikimi
farklidir. O zaten etkiliyor. Yani sizin alt yapinizdaki o gordiigiiniiz, bildiginiz seyler
sizi o tasarimi yaparken bir yere yonlendiriyor. Ben bu noktaya ¢ikmasini seviyorum.
Bize verilen egitimin sistematigi genelde buydu. Yani farkli okullarm, farkli seyleri
vardir, yakalsimlar1 vardir. Baz1 okullarda mesela onu illa bir yere dayandirmak gibi
bir kural var. Ben bu kadar boyle zorlama seyleri sevmiyorum. Yani ben Oyle birsey
yapmak istiyorsam onu yapiyorum. Yani bu nerden ¢ikti, valla bilmiyorum, ¢ikt1 iste
bir sekilde. Diistiniiyorduk, karaladik, eskizler yaptik...yani ¢iinkil ¢izerek diigiinmek
diye bir kavram var sonugta. Biz tasarimcilar ¢izerek diisiiniiyoruz. Yani yazarak,
iste sunu surdan soyle yaptim, boyle yaptim dediginiz zaman o artik ayni heyecani
duyamayabiliyorsunuz. Ama iste bir karalamayla basladiginiz zaman o sizi bir yere
gotiiriiyor. Nasil gittiniz oraya onu da bilmiyorsunuz. Ust iiste koya koya
ciziyorsunuz ve sonugta bir bakiyorsunuz ki bambagka bir yere gitmissiniz, hig

diistinmediginiz bir noktaya gitmissiniz. Bunu seviyorum.
G: Cok tesekkiirler.

UA: Ben tesekkiir ediyorum. Faydasi olur umarim.

INTERVIEW WITH OYA SENOCAK AKMAN
G: Giines Kocabag
O: Oya Senocak Akman

G: Biraz bahseder misiniz..egitiminiz nedir, neden cama yoneldiniz?

O: Egitimim gilizel sanatlar akademisi. Bizim zamanimizda gilizel sanatlar
akademisiydi, bugiiniin Mimar Sinan Universitesi biliyorsun. Endiistri tasarimi ve i¢
mimarlik boliimiinden mezunum. Bizim zamanimizda bes seneydi. O dénemde iste
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hem okudum hem c¢alistim, ama 6greniyim diye, hicbir zaman para mecburiyetinden
degil de...

G: Bastan beri cam tizerine mi ¢alistiniz?

O: Yo yo... ilk bagta mobilya tasarimiydi. ...mobilya vardi, onlarin birsuru yeri vardi,
Tiirkiye’nin en iyi i¢ mimarlik biirosuydu. Ug sene kadar orda c¢alistim okurken.
Ordan ¢ikinca Gorbon seramikte ¢aligtim. Simdi kapandi. Simdi tabi ki kisi olarak
sOyle, ben her zaman icin kendim de yapabilecegim seyler iizerine gittim. Higbir
zaman bir otomotiv sektoriine, ne biliyim bi beyaz esyaya falan girebilirdim, ¢ilinkii o
her zaman icin endiistri tasarimcisi i¢in hep bu agikliklar vardi. Ama giiniin birinde
bir atolye gibi birsey kurarsam hickimseye mecbur kalmadan kendi isimi yapayim.
Yani ¢ok ¢ok biiyiik paralar harcamadan bu is i¢in. Ciinkii bir de insanin bir 6zgiirliik
duygusu var insanin. Yani bir yere girip iste sizin tepenizde miidiir, su bu veya
danisman, genel miidiir...biitlin o c¢er¢evede onlarm sekillendirdigi bir yolda
gitmek...clinkii onlarin fabrikasi iste firmalar1 beyse...belli bir amaclar1 var belli bir
imajlar1 var ve siz de o yol neyse o yolun {izerinde birseyler yapmak durumundasiniz
tasarimlarinizi bilmemnenizi. Ve o insan kendi 6lgeklerine gore, kendi iiretimine,
kendi bakis agisina gore sekillendiriyor sizi. Onun i¢in ben dedim ki dncelikle ¢ok iyi
Ogreneyim ben bu igleri ve daha sonra kendim daha 6zgiin ve 6zel ¢alisayim. Orda ii¢
sene kadar ben seramigi ¢ok iyi 6grendim. Ve ben her zaman i¢in girdigim andan
itibaren direk orda atolyelere indim, farkl: atdlyelere iste al¢1 tornasi bilmemne falan
biitiin onlarla ¢alistim ve onlar1 ¢ok iyi 68rendim. Artik bir {iriinii basindan sonuna
kadar yani modeliyle iste kalibiyla malibiyla ¢ok iyi ¢ikarabilecek durumdaydim
orda. Ordan ciktiktan sonra bi plastik sektoriine aralarda is yaptim, tekstil sektoriinde
calistim. Ondan sonra da sisecama girdim. Simdi sisecamda tabi iki seyi cok iyi
gordiim. Bir otomatik dretimi goriiyorsunuz, diinya igcilinciisii zaten otomatik
tiretimde. Bir de ayrica el imalati boliimii vardi. El imalati da tamamen el sanati
olarak iste tifleme falan, farkli kaliplar, iste ashap kaliplar...olan kaliplarin iginde
yeni iiretimler gelistirme gibi pek¢ok seyi orda gordiim.

G: Bunlar ayr1 miisteri kitlelerine hitap eden..

O: Tabi tabi..yani imalat1 ayr1 pasabahce’de, otomatikler ayri bir bolgede. Hatta
otomatik kirklareli’de ayr1 bir tesis kuruldu bizim donemimizde. Yani boyle
gitti...neden cam..yani tesadiif. Aslinda bir de ben ¢ok sevdigim icin buraya girdim.
Ciinkii Pasabahge ii¢ ay filan bekletti. Birsiirii kisi miiracat etmis tasarim bdliimiine.
Ben de o donemlerde ¢ok da iyi baska teklifler aldim. Ama ben inatla Pagabahce’yi
bekledim. Camu ¢ok sevdigim i¢in. Sonra cama girdigimde de hep makinelerin iginde
dolasirdim. Iste nasil agiliyor kapaniyor, nasil oluyor, nasil degisik sey olabilir, iste
makinanin kollar1 farkli ne olabilir. El {iretiminde mesela {iflemeyi 6grendim, iste o
arada kesme dekor yapmayi 6grendim. Simdi bakiyorsunuz onu orda bir ustaya
Ogretiyorsunuz. Usta onu kendine gore yorumluyor bilmemne...ay dedim bunlarla
ugrasana kadar kendim O&grenirim. Yani ben iste hep boOyle herseyimi kendim
yapabilecegim bir pozisyona gelmek i¢in ordaki biitiin herseyimi de onun iistiine
kurdum. Ondan sonra bir Kanada’ya gittik. Kanada’da cam okuluna gittim. O
Kanada’da benim o pasabahge’de sordugum ve Ogrenemedigim, aslinda
Pasabahg¢e’de de ¢ok fazla bilinmeyen birsiirli yontemler vardi. Ama iyi kotii siz onu
biliyorsunuz, yani isim olarak biliyorsunuz ama nasil oldugunu bilmiyorsunuz. iste
Kanada’ya gittigimde onlarin derslerini aldim. Ozel derslerini oranin hocalarindan.
Ve orda tabi ki bir cam sanati, adamlarin iste nasil bakig acilari, bir cam sanatina,
kalip tepnigine...oras1 bana sunu ¢ok katt1 agikcasi... kafanizi ¢alistiraraktan yapmayi
diistindiigiiniiz herhangi birseyi pek¢ok yontemle yapabiliyorsunuz. O yontemleri
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kendiniz gelistirebilirsiniz. Farkl tipteki camlar1 farkli sekillerde kullanaraktan ¢ok
degisik birsiirii birsiirii teknik oldugunu, ve bunu insanlarin kendileri diisiinerek
gelistirdiklerini gérdiim orda. Yani her tasarimcinin, cam sanat¢isinin kendine ait bir
teknigi var. Bunu da kim yapmus, kendi gelistirmis. Dolayisiyla isi, malzemeyi ¢ok
iyi Ogrenerek, bunun onunla ilgili iretim tiplerini iyi Ogrenerek herseyi
yapabileceginizi orda gordiim. Burda malesef bir sey yapalim diyorsun olmaz
diyorlar..

G: Su anda da boyle mi durum?

O: E su anda da var atdlyeler boyle ¢linkii tutturduklar birsey var. Mesela borasilikat
cam, iki tiirliisii var mesela bunun bir torna var onunla yapiliyor, ya da iiflemeyle
yapiliyor. Boyle bir imalat iste tamamen ustanin el becerisiyle...herbirinden ¢ok
farkli seyler cikiyor. Bunun 06zelligi 1siya dayanikli olmasi. Bir de tekrar
isleyebiliyorsunuz. Bakin orda boncuk var mesela, sonradan onu koyuyorsunuz. Ama
bunu normal bir soda caminda yapamazsiniz. Mesela surda normal benim o
yaptigim, gordiigiiniiz gibi, burda bakin bunlar boru, borulara sunlar eklenmis, bakin
bu da boru bu da boru. Yani borcamin iste kendine 6zgii birtakim 6zellikleri var, iste
bunlar1 da ¢ok kendinize 6zgii kullanabilirsiniz. Yani bana soyle, Tiirkiye’de bu ¢ok
yok, yeni yeni oldu, Cam ocagiyla oldu. Cam ocagma ¢iinkii yurtdisindan ¢ok
gergekten kendi konusunda uzman ¢ok iyi insanlar geldi.

G: Cam ocag1 hakkaten bu isi 6grenmek i¢in tavsiye ediyormusunuz?

O: Tabi cam ocaginda bu isi 6grenip de gercekten meslegini birakip, bu ise yonelip,
burdan para kazanan birsiirii insan var. Belki ilk basta iicreti biraz pahali geliyor ama
sOyle pahal1 degil, bir kere cam pahali, yani bir kere oranin benim bildigim kadariyla
aylik 30-40 milyara yakin enerji gideri var. Hem de biitiin o malzemeler digardan
geliyor. Ithal ediyor onlari. E bunlarin olusumu falan pahali..E bir de yurtdisindan
yabanci hocalar geliyor. Onlar da para aliyor. E kalds, etti, geldi derken ¢ok ciddi bir
masraf var ortada. Bir de smiflarda diizgiin 6grenebilmek icin 7-8 kigiyi gegmiyor
smiflar. E o masrafin 7-8 kisiye boliindiigiinii diistiniin. Oraya gelip, orda
ogrendikleri camla isini giliciinii birakip, kendi atdlyesinde cam yapmaya baslayan,
bundan para kazanan insanlar var.

G: Tiirkiye’de bu kendi atdlyesini kurma olay1 yaygin mi peki?

O: Simdi bunlar var ama bunlar biraz benim yasitlarim. Cok biiylik para kazaniyorlar
ama ¢ok biiylik de masrafi var. Zaten camin 1500 dereceye kadar 1sinmasi icin ¢ok
fazla enerji gideri var, elektrik olsun...Bunlar tabi ciddi masraf. Tiirkiye’de destek
mestek hicbirsey yok sanatcilara falan...E dyle olunca gergekten sanattan anlayan gok
fazla bir kitle yok..bunun i¢in aa ¢ok iyi tasarim, ne giizel diisiinmiis, ne farkli bir
teknigi uygulamis diye adam tutup ona para vermiyor. Oyle bir kiiltiir yok bizde
malesef yok. E Oyle olunca da ¢ok zor bu isi dondiirmek. Ha..ciddi para kazananlar
sOyle kazanmiyorlar. Mesela insaat sektoriiniin bildigim kadariyla o panolari, ayirict
paneller falan...hani o tiir daha biiyiik parca isler yapanlar daha ¢ok para kazaniyor.
Ama heykel meykel yapanlarda pek yok malesef, ciinkii o kiiltiir yok iilkemizde.

G: Bir de sey sorucam, yani nasil yapiyorsunuz tasarimi? Once kendiniz iiretip,
deneysel ugrasarak mu ¢ikiyor, yoksa ne yapacaginiz dnceden belli mi?

O: Tabi tabi simdi oncelikle endiistri tasarimcisi oldugum i¢in ben sadece sanatsal
bakis acisiyla yaklasmiyorum. Oyle oldugu zaman o anki duygularimla falan farkl
birseyler ¢ikarabilirim. Ben daha ¢ok daha fonksiyonel iiriinler tizerine ¢aligtyorum.
Isin i¢ine fonksiyon girince o fonksiyon igin formun almas: gereken gereklilikler var.
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Ama ben her seferinde biraz bir farklilik katiyorum, birsey yapiyorum. Ama daha
cok sanatsal birsey yapmak istemezmiyim, tabi ki ¢ok isterim. Yaparim da, hi¢ sorun
degil, ama burda onun alicisi...yani keyif i¢in yapilir, sergi acilir falan ama yok yani
ben Tiirkiye’yi malesef bu konuda ¢ok kisir gériiyorum. Yani insanlarin ona verecek
paralar1 zaten yok. Olanlar da, ¢ok ilging, yurt disinda marka olmus, yurt disinda
taninmig insanlarinkini aliyorlar. Gelip burda bir Tiirk tasarimcinin igini aa ne kadar
iyl diye bir deger verip satin alabilecek diizeyde degiller.

G: Ancak adin1 duyurmussa..

O: Duyurmussa, ama Tiirkiye’de duyurmak da yeterli degil, yurtdisinda duyurmus
olmaniz gerekiyor. Mesela moser’in ¢ok ¢ok iyi bir firma, onun tasarimcilari, onlarin
¢ok iyi iiriinleri var. Iste onlar1 burda satin aliyorsunuz, ama bunlar diinya ¢apinda
insanlar. Siki da para veriliyor buna. Siki para verip o tasarimcinin imzasini aliyorlar.
Burda o diizeyde sanatsal acidan bakacagimiz bir cam sanatcisi yok. Yani var,
mutlaka var ama karsiligim1 alamayacagi i¢in, bulamayacagi icin bu konuda ¢ok
yogun kendini gelistiren...yani var simdi yok da demiyim tabi ama bundan ¢ok ciddi
bir para kazanan, uluslararasi bir diizeyde bunlari pazarlayabilen birisi yok.

G: Siz kendi tasarimlarinizi seri iliretim igin direk orda uygulanmak {izere mi
yapiyorsunuz?

O: Yani biraz dyle. Yani seri liretim ne biliyim mesela bu bir dokiim teknigiyle
yapiliyor, o bir lifleme teknigiyle ama bu tornada yapiliyor mesela bu bubble’lar
falan, o el imalati degil, yani otomatik diyelim. Ama yar1 otomatik...simdi seri iiretim
dedigimiz bir otomatik iiretim var, ama onun disinda iifleyerek de adam ¢ok seri bir
sekilde bir vardiyada 500-600 tane bardak iifliiyor. O da aslinda bir seri {iretim ama
el imalati.

G: Yani biiyiik firmalarin iiretiminde de bir yandan bazi seylerin elle {iretimi devam
ediyor..

O: Biiyiik firmalar dedigin, mesela pasabahge kapandi, pasabahgenin el imalati
boliimii denizli’ye tasindi. Denizli cam var. Biitiin el imalat1 denizli cam iizerinden
yuriitiiliyor. O da c¢ok basarili mesela, ama baktigimizda hepsi Sisecam’in
bilinyesinde. Yani zanaat aslinda iste yar1 otomatikte falan tamamen karman ¢orman
hale gelmis durumda. Yani ben mesela fiizyon yapiyorum, bakin mesela bunlar1 tek
tek yapiyorum ben kendi firmimda.

G: Ha bunlar tek parca yani ¢ogaltilma durumu yok.
O: Yok, yok
G: Peki 6grencileriniz arasindan cama devam edenler ¢ikiyor mu?

O: Soyle ¢ikiyorlar, yani mesela benim tanidiklarim cam sanati olarak...mesela
sisecam’a tasarimci olarak girenler var. E tabi camu iyi kotii bilerekten girdiler. Sonra
bir de sey var, mesela cam ocagini kiralayabiliyorsunuz atdlye olarak, orda gidip
kendiniz de yapabiliyorsunuz. Oyle yapanlar var. Orda asistanlik yapanlar var. Cam
bolimiinde master falan yapanlar var..

G: Cam tizerine bir bolim var m1 Tiirkiye’de?

O: Var. Eskisehir Anadolu Universitesi’'nde ¢ok iyi bir boliim var. Orasini ben ¢ok
begeniyorum. Gegen sene derse de gittim ben onlara. Orda bu el imalatiyla ilgili
hersey var, ¢ok iyiler.
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G: Ben aslinda hep siz burda iiretim yapiyorsunuz kendiniz, ve sonra onu kim
iiretecekse o liretimi otomatiklestiriyor diye diisiiniiyordum.

O: O da oluyor.

G: Mesela elle iirettiginiz birsey, mesela su bardagi diyelim ki elle {irettiniz, sonra bu
otomatik iiretime gegcecek. O geciste bir sorun yaganmiyor mu? Yani ayni formu hig
sorunsuz makinada da tiretebiliyorlar mi1?

O: Tabi..zaten ben ona gore yapiyorum bastan nasil iiretilecegini diisiinerek Ama tabi
mesela tretilmemesi gereken durumlar da var ¢linkii mesela bunun otomatik iiretilme
sans1t yok, su borulu olanlarm..belki de sizin yapacaginiz bir tasarimin degerinin
fiyatsal agidan belli bir diizeyde kalabilmesi i¢in hi¢ otomatige gecmemesi gerekiyor.
O zaman da onu Oyle birakabilirsiniz. Ama ¢ok da mesela...o bubble’dan 40
konteyner sparis almistim ben, 5 milyon adet mi ne iki sene dnce. Bir firma iste onun
biitiin diinyaya dagitilmasiyla falan ugrasacakti. Ama tabi adam bir ay i¢inde kirk
konteynr istedi..yani adam siparis veriyor ama sizde bunun stogu oldugunu,
olabilecegini veya makinelerle ¢ok kisa silirede iiretilecegini diisiiniiyor. Ciinkii
biiyiik makinelerde 5 milyon ¢ok fazla birsey degil, birkag¢ giinliik is olabilir. Ama 5
milyon adet ben miimkiin degil yapamadim. Neden..iste fabrikayla konustum, yani 5
milyon adet olmasi i¢in, otomatik iiretimde bunun bir kere kalip tiretimi var. Sirf
kalip liretimi zaten bilmemkag¢ ay siiriiyor. E Oyle olunca ben de adamlara geri
dondiigiimde, bunun sonucunu size ancak 4 ayda teslim edebilirimdi. Adam da onu
kabul etmedi. Yani bu el {iretiminde yapilmis birsey otomatige gececek sekilde ¢cok
da ciddi siparis aldi, ama siiresi kisa.

G: Peki hep spesifik sizin alaniniz icinde konustuk ama genel zanaat kavrami icin
sizin eklemek istediginiz birsey var mi?

O: Yani Tiirkiye’de biz bu porselenlerde...bu ¢ok 6nemli, porselen el imalatiyla
iiretilmis bir iirlin, ama biz burda mesela teknikte gelistirme yaptik. Mesela porselen
nasil iretiliyor, 6nce biskuvi pisirimi oluyor, ondan sonra sirli pisirme oluyor.
Porselen iiretiminde iki defa firin yaniyor, ama biz bunu bir seferde yaptik. Yani ne
oluyor, bu biskuvi halinde tam ¢iktiktan sonra bunun i¢ine ¢ok ince sir piiskiirttiik,
ondan sonra da firma koyduk. Dolaysiyla tek pisirimde oldu. Eger dis1 da sirli
olsayd1 iki tarafli, tek pisirimde ¢ikmayacakti. Bu tabi ¢ok hassas bir iiretim ama
siireci yariya indirdi. Simdi baktiginizda bu bir el imalati. Ve iki kiginin birlikte
diistinerek ¢ikardigi bir {irlin. Firmanin sahibiyle birlikte yaptik bunu. Simdi zanaat
dediginiz zaman...yani su anda isin i¢ine ¢ok farkli seylerin girmesi gerekiyor
Tirkiye’de. Cok ciddi yontemlerin gelismesi gerekiyor. Herkes kendi yontemini bir
sekilde gelistirmeli. Enerji tasarrufu gerekiyor. Kendine iste bdyle ¢ok farkl ¢ikis
yollar1, farkli formlar, farkli yasam bicimleri, herseyi sizin Onermeniz, bununla
birlikte teknigi gelistirmeniz.

G: Olan teknikle yetinmeyip, onu biraz zorlamak gerekiyor yani

O: Tabi. Simdi mesela bir flizyon teknigine baktiginizda ka¢ bin yildir yapiliyor
zaten bu, ayn1 seyi yapiyorsaniz tamam...ha istiyorsaniz ki tamamen ben bu teknigi
hi¢ kipirtisiz devam ettiricem, tamam bu da birseydir. Ama ben bu teknigi alip ¢ok
ilerilere gotirlicem demek de bir hedeftir. Dolayisiyla suan gliniimiiziin
zanaatkarlarinin  farkli misyonlari, farkli hedefleri olmasi1 gerekiyor diye
diisliniiyorum.

G: Evet, benim de zaten bakisim o yonde, modern tasarim agisindan, sirf cam igin
degil, diger zanaatlerde de varolanin iistiine ¢ikip, bir yenilik katmak...
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O: Cok gerekli. Teknoloji farklilagiyor, malzemeler farklilagiyor..
G: Eskiden olmayan imkanlar...

O: Tabi. Simdi mesela ne biliyim nano teknoloji bilmemne, yani o kadar farkl seyler
var ki. Mesela ben gecen sene nano teknoloji fuarina gittim almanya’da, yaninda
aym zamanda material vision fuar1 da vards. Ikisinin arasinda nano art diye bir sergi
vardi. Diyelim ki nano cam, camin molekiiler seviyede goriintiileri falan...cok ilging
goriintiiler vardi. Yani bu tip yeniliklerle, iste bir kaplama gelistiriyorsunuz cam
kirlenmiyor, birsey yapiyorsunuz kirilganligi azaliyor, yani bdylece camin biitiin
olumsuzluklarina bir ¢6ziim getirmis oluyorsunuz. Cok ciddi ¢alismalar var...Yani
diisiinmek onemli, yoksa Tiirkiye’de sizin ¢alistiginiz yerde ancak bu kadar olur iste
kirilir, catlar, patlar, korkarak deneyemiyorsunuz, veya denemek isteseniz de adamlar
denemiyor, halbuki orda o kadar kolay ki..

G: Belki de o da bir sans sizin aginizdan, burda bir eksiklik var ve onu doldurma seyi
de size diisiiyor.

O: Ama evet olabilir tabi. Belki de onun icin bu tiir seyler ¢ikt1. Ik defa tabi ben
yaptigimi zannediyorum bazi seyleri.

G: Peki, daha ¢ok vaktinizi almiyim ben, tesekkur ederim.

INTERVIEW WITH HUMANUR BAGLI
G: Giines Kocabag

H: Hiimanur Bagh

G: Sizin de tez konunuz “Temsil Araclar1 Olarak Zanaat ve Tasarim”. Biraz

tezinizden bahseder misiniz?

H: Zanaat ve tasarim kavramlarmin tarih icinde nasil ayristi§i ve birbirlerinden
referansla nasil anlam kazandiklar1 tizerinde durdum ve birtakim temsil

diizlemlerinden bahsettim, tirlinler agisindan...
G: Yani daha ¢ok anlambilimsel bir ¢alisma miydi?

H: Yani analiz araci olarak kullandigim terimler biraz gosterge bilimdendi ama ¢ok
struktiirel bir seyi yoktu yani daha spekiilatifti...yani Levi Stauss’un striiktiiralist
analizlerde kullandig1 anlamda ¢ok strict degildi. Case olarak da turistik esyalar

iizerinden bir analiz yapmistim.

G: Amag daha ¢ok bir ilham kaynag1 olmast mrydi?
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H: Yok degildi ¢iinkii aslinda sadece bu bir analizdi ve jurimde de bdyle tartigsmalar
olmustu...yani burdan elde edilen verileri iirlin tasarimlarinda bir veri olarak
kullanabilir miyiz yani bu bir tasarim araci olarak kullanilacak bir noktaya gelecek
mi falan diye sorular olmustu. Oyle bir nokta yoktu yani tamamen kiiltiirel analiz

olarak isleyip birakmistim orda.

G: Ben de tezimin konusuyla ilgili oldugu i¢in Tiirkiye’de bu konularda kaynak
ariyorum ama daha ¢ok hep bat1 kaynakli, bat1 literatiiriinii temel alan ¢aligmalar var
ve genelde geleneksel el sanatlart acisindan yaklagilmig. Tiirkiye’de akademik

ortamda zanaat kavramina bakis agisini nasil degerlendiriyorsunuz?

H: Biraz gelenek¢i buluyorum agikcasi...o ylizden de aslinda senin tezin ilging ¢iinkii
genelde tasarim ve zanaati ayrisan kavramlar olarak benimseyen bir yapi var.
Halbuki tam da onlarin kesisimi...iiretimle ilgili geleneksel iiretimdeki bir takim
bigimsel 6gelerin de islevsel olarak ele alinmasi miimkiin diye diisiiniiyorum ve o
anlamda bir ilham kaynagi olarak ¢ok da fazla kullanilmiyor gibi geliyor. Tasarim
iirinlerinde ¢ok sekilsel ozellikleriyle taklit ediliyor geleneksel iiriinler, halbuki
zanaatte iiretimin kendi iginden olusturulmus bir bigimsellik var...yani ne biliyim bir
sepet orme veya bakir islemede bu c¢ok rahat gozlenebiliyor. Onlar1 da ben kendi
tezimde indexical baslig1 altinda incelemistim yani indexical olarak birseyi taklit
etmeye c¢alismiyor sebep zaten kendi Orme bigimiyle o bigimselligi iiretim
yonteminde tasiyor. Yani o tiir tekniklerin aslinda 6diing alinip daha islevsel baska
irlinlere transfer edilebimesi olabilir diye diisiiniyorum. O anlamla da o6zellikle
popiiler tasarimda, iste bu sergilerde gordiigliimiiz iiriinlerde falan, o anlamda ¢ok

fazla katki yapilamadigini, daha bigimsel olarak taklit edildigini diisiiniiyorum...

G: Peki giiniimiizdeki zanaat kavrami ve sanayilesme Oncesi zanaat kavramini ele
aldigimizda aynm kavramdan mi bahsediyoruz hala yoksa bu kavrami da biraz agmak

m1 gerekiyor?

H: Zanaat bence birseyin yapilma bicimiyle ilgili birsey. Ben ¢ok modernite ya da
modernlik dis1 toplumlarda, kiiltiirlerde bicimi farkli sekilde tanimlamak
istemiyorum, zaten tam da o kliseler {izerine disiinmiistiim tezimde de. Yani
ozellikle bu teknoloji kavrami da mesela hep yiiksek teknolojiyi anlatir, zanaat de
eski lretim bigimlerini anlatir gibi seyler var. Aslinda Oyle bir ayrisma kendi
icerisinde yok. Teknoloji kavramini da incelemigtim ben simdi konustukca ortaya

¢ikti, o da “techne”, Yunanca’daki “techne” kavramindan ¢ikiyor, o da birgeyin
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yapilma bi¢imi demek. Yani teknoloji kavramim diigiiniince hi¢ de son teknoloji,
Oyle ultrasonik uzay teknolojilerini falan anlatmis olmuyoruz. Bir boncugun

yapilmasi da bir teknoloji gerektiriyor...

G: Ikisi de sonugta bir {iretim bicimi ama {iretim bicimi olarak biri daha el emegine
dayanan bir iiretimken biri daha makinalasmaya bagli. Ve tasarim agisindan
baktigimizda giiniimiizde 3d modelleme, bilgisayar, RP tiirii ileri teknoloji
denebilecek kavramlar tasarim siirecinde One ¢ikmaya bagladi ve el emeginin, el

tiretiminin bu durumdaki yeri ne olabilir?..hani yeri kalmak zorunda m1 yoksa...

H: Yani galiba her liretim biciminde veya her siirecte, tasarlama ve iiretim siirecinde
tek tek tekil olarak, fenomenler olarak bakmak gerekiyor. Ben oyle diisliniiyorum
acikeasi, yani su anda bunu bu sekilde diigiindiim...yani bilgisayarla birseyi ¢izmek
de bir tiir craftsmanship istiyor aslinda yani orda kullandigimiz makinanin son
teknoloji olmasi veya son teknoloji bir iiretim aletini opere etmek de aslinda az ya da
cok bir zanaat bilgisine, becerisine ihtiya¢ duyuyor ama bunlar farkli diizeylerde

olabilir tabi...
G: Dolayisiyla zanaatin tanimi biraz degisti diyebilir miyiz?
H: Yani biraz evet...biraz daha farkli diye diigtiniiyorum.

G: Peki zanaati...tasarim agisindan bahsettik zaten. Biraz da sanat...hani eskiden
zanaat ve sanat biraz daha yakinken simdi tasarim, sanat, zanaat hepsi ayri alanlar
gibi ama ...bunlarin arasinda bir iligki olmal1 mi, olursa nasil olmali, ya da olmamali

mi1?

H: Sanat ¢ok problematik bir konu tabi bu alanimiz i¢in...estetik kavrami da Oyle
mesela. Ben kendi derslerimde falan bu ayrigsmay1 yaparken sanatta “bence” deme
sansimiz vardir ama tasarimda “bence” degil “sence nasil?” dememiz gerekir...yani
tabi aslinda bunlar ¢ok u¢ tanimlar...sonugta sanat da tabi ki bir audience a seslendigi
igin tabi ki orda da toplumun zevki s6z konusu ve onun i¢in birseyler yapmak da
miimkiin olabilir ama...yani temel bir ayrisma olarak oyle bir durum séz konusu
olabilir. O zaman iste endiistriyel {iretim ve islevsel nesnelerin yaratilmasinda tabi ki
kitlelerin sosyolojik olarak incelenmesi, iste etnografik arastirmalar o anlamda g¢ok
O6nemli ve onlara gore ¢Oziimler getirilmesi gerekiyor, ve yani sanatta biraz daha
bireysel, sanatginin yapmak istedikeri Oncelikli olabiliyor. Bu heralde biitiin

donemler icin bdyle ama sanat da heralde tasarim ve zanaat gibi modern donemde
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daha radikal olarak ayrigsmis, sistemin ic¢ine girmis bir kavram, yani ¢ok benziyor
digerleriyle dinamikleri...birbirlerinin ne olup ne olmadiklarindan etkilenerek

yerlerini buluyorlar.

G: Peki sdyle birsey sOylesem...mesela bir dogru diisiinsek, bir ucunda sanat bir

ucunda tasarim olsa, zanaat1 burda nerde koumlandirirsiniz?

H: Higbiryerde konumlandiramam...yani hepsini kapsayan birsey olarak
konumlandiririm ¢iinkii hepsi iiretim oldugu i¢in liretimde zanaat ister istemez belli

diizeylerde var.

G: Peki...yurtdiginda daha ¢ok goriiliiyor bu ama atélye usulu, el iiretimi, limited
edition ¢alisan, seri liretime de tasarimlar yapan ve bir yandan da bu atdyle ve zanaat
iliskisini koruyan tasarimcilar var...ve bu tasarimlar daha cok galeri ortamlarinda
sergileniyor. Tiirkiye’de bdyle bir yaklagim var mi tasarima...ya da olmali mi1? Boyle

bir yaklagima siz nasil bakiyorsunuz? Bu tasarim midir, bagka birsey midir?

H: Bu tasarimdir ama bagka bir 6lgekte bir tasarimdir ve ister istemez de Tiirkiye’de
bunun yayginlasmasidir 6zgilin isler {liretmek isteyen tasarimcilarin biraz da

bulabildikleri tek care gibi oluyor zaten atdlye diizenine doniik tasarimlar yapmak...
G: Yani Tirkiye’de var diyorsunuz..

H: Tirkiye’de yaygin oldugunu diisiiniiyorum yani fuarlarda gordiiglimiiz tasarim
tiriinleri genelde bunun igin...zaten yani gercekten kullanim esyasi anlaminda tasarim
ya da teknolojik iirlinler olarak tasarim...yani o tiir bir {iretim igerisinde tasarim tam
layik oldugu yeri alamadig: icin Tiirkiye’de endiistrinin limitlerinden dolay1...arge
faliyetlerinin de belki ¢ok fazla belli ilkeleri desteklememesinden dolayi, ister

istemez daha kiiltiirel, kiigiik 6l¢ekte bu tiir calismalar yapiliyor.
G: Ama bu da genis kitlelere ulagmasi agisindan...

H: Genis kitlelere ulasamiyor tabi. Yani bizde tezlerde kullanilan bir tane nergile
aleti var mesela Kunter Sekercioglu’nun yaptigi. Gegen giin tekrar karsima ¢ikti.
Yillardir presentasyonlarda ve tezlerde karsima ¢ikan bir imaj...ne ilging. Bir siirii
seyin tartisilmasima imkan sagliyor ama higbir markette, higbir yerde satildigini

gOormilyoruz.

G: O prototip olarak tiretildi ve kald1 m1 6yle?

165



H: Iste evet yani islevsel olarak kag tane iiretildi, ne oldu ¢cok bilmiyorum ama yani
hicbiryerde de karsima c¢ikmadi mesela. O bir 6rnek olabilir..tirmak iginde

tasarim...tasarimin tirnak i¢inde kalmasi gibi birsey var.

G: Bir de mardin projesinden bahsetmek istiyorum biraz. Ben ¢ok detaylarini

bilmiyorum...siz sanirim dahilmissiniz..

H: Ben bir mardin projesinde ¢alistim ama senin dedigin...
G: Bu d6grencilerin falan Mardin’e gotiiriildiigii.

H: Yok, ben 6grencileri gotiirmedim, ben kendim ¢aligtim
G: Sizin projeden biraz bahseder misiniz?

H: Bahsederim. O ¢ok keyifli bir projeydi ve tam olarak aslinda bu kavramlarla
ilgiliydi ¢linkii Mardin mimari dokusundan ilham alinarak 6zgiin taki, aksesuar
tasarimlari yapilmasi gibi bir seri vardi. Ve iki tane uzman ¢alisiyordu. Bunlardan bir
tanesi sanat tarihgisiydi. Yeditepe Universitesi’nden bir sanat tarihgisi ilk Once

Mardin’de bir kiiltiirel ¢aligma yapti, dokiimen topladi...
G: Adi neydi?

H: Semih Bey. Veririm sonra tam adini...ciddi bdyle ¢cok kalin bir rapor hazirladi o
ve daha sonra benden o dokiimanlar {izerinden bir tasarim yapmam istendi. Orda
sakatlar dernegiyle yapilan bir projeydi ve bir sekilde engellilerin isin i¢inde oldugu
bir iiretim Ongiiriiliiyordu. Orda iste ben atdlyede incelemelerde bulundum...daha
aslinda ilging olan sey...projenin focusu tabi ister istemez ¢ok ikonik bir yaklasim
sergiliyordu gostergebilimsel dille konusacak olursak. Ben de dedim ki bu sakatlar
dernegi i¢in yapilan bir projeyse, sakatlar iiretecekse bunu iiretim siirecinin igine
sizmak lazim ve o anlamda bir takim tasarim kararlari vermek lazim diye
diisiindiim...ve telkari zanaat yonii ¢ok agirlikli bir tasarim bigimi ve yani onun ne
kadar zor oldugunu gordiim, ordaki ustalarin ve c¢alisanlarin yasadiklarini
gozlemledim ve onlarin daha rahat ve daha seri iiretebilecekleri nasil miidahaleler
yapilabilir diye diisiindiim. Ve bunlar hep benim kendimce verdigim kararlardi, ¢cok
da destek almadim agikcasi...ama ¢ok da memnun oluyorum simdi baktigimda
verilen kararlara. Mesela hi¢ levha malzeme kullanilmiyor...levha giimiis ve her
zaman bir ¢erceve hazirlaniyor. O gercevenin i¢i tiklim tikis ve {iretimi ¢ok zor olan

desenlerle dolduruluyor.
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G: Bu normal geleneksel iiretimde..

H: Normal geleneksel {iretimde. Ben de sey dedim yani levha malzemeyle ben iirlinii
biiyiitsem de simdi agtigim telkariyle doldurulacak kisimlar1 yiizde olarak azaltsam,
hem daha modern goriiniimli iiriinler elde edebilirim hem de zanaat yogunlugunu da
azaltmis olurum bu engelli insanlar i¢in. Ve hakkaten ¢ok 6zgiin ve farkli iiriinler
¢ikti. Ben onlar senle paylagirim daha sonra. Tam aslinda orda iste ikonik olan bir
briefi ben iiretim ve zanaatla ilgili verilen kararlara ve iiretim siirecine transfer etmis

oldum. Yani o anlamda da yapilan tiriinler de tabi farkliligmis oldu.
G: Yani orda olan geleneksel bir iiretim seklini doniistiirdiiniiz...

H: Déniistiirdiim, evet. Yani iste biraz daha lazerle kesilebilecek standart levha

parcalarla geleneksel bir iiretim bi¢imini birlestirmis oldum.
G: Peki su an devam eden bir iiretim mi bu?

H: Malesef onu bilemiyorum. Ben projeyi teslim ettim. Patentleri de alindi.On tane
iste...ben ¢ok daha fazla sey lirettim de on tanesinin patentini aldilar..ondan sonra

onun liretime gegip gecmemesine malesef benim bir miidahalem olamadi.
G: Peki kim organize ediyordu...yani orda bir kurum mu, ya da sponsor olarak...
H: Sakatlar dernegi ve Avrupa Birligi.

G: Ha Avrupa Birligi destekli... Tiirkiye’de Tiirkiye bazli kurumlar var mi zanaat

agisindan destek veren?

H: Ya orda onlarin biinyesinde zaten bir atdlye dnceden kurulmustu ve bir de ustalar
vardi. Ustalar da zaten projeden destekleniyorlardi, bir aylik gelirleri vardi. Onun

disinda bir daha yani zanaatle ilgili ayr1 bir kurum desteklemiyordu.

G: Yani Craft Council falan gibi birsey yok Tiirkiye’de

H: Hayir yok.

G: Ve bunun yerine gegen bir kurum da yok...tamamen bireysel olarak...

H: Kendini taki tasarimcisi olarak nitelendiren bir hanim vardi..o da kendi bireysel

girisimleriyle o Avrupa Birligi fonundan bir sekilde yararlantyordu.
G: Peki bu tiir projelerin devamliliginin saglanmast igin diisiinebildiginiz...

H: Bilmiyorum...Ama ben de bir noktada zaten bu projeden bahsedecektim iyi oldu...
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G: Bir de egitim agisindan..boliimde verilen egitimde Ogrencilerin el becerisi

kazanma durumunu yeterli gériiyor musunuz?

H: Ya bu 0nemli...malzemeyi tanima acisindan ¢ok Onemli goriiyorum. Miimkiin
oldugu kadar farkli malzemelerle ¢aligmalarini saglayacak projeler vermeye
calisiyoruz. Malzemenin limitleri nedir, 6zgiirliikleri nedir, onlarla tanigmalarini
saglayacak seyler ama hani zanaat isciliklerini ¢ok da temel baz olarak aldigimiz
projeler degil de...yani onu belki Mehmet Erkok goriistiigiinde daha farkli anlatr,
¢linkii o o tiir dersleri de yiiriitityor. Daha ziyade malzemeyi ne kadar taniyabilmisler,
o malzemenin potansiyeliyle tasarimda verdigi kararlar1 ne kadar birlestirebilmis,
ben kendimce biraz onu denetlemeye calisiyorum. Yani Ozellikle birinci simiftan

baslayarak son sinifa kadar hep ayni problem devam ediyor ¢iinkii.

G: Sanki yeni yetisen tasarimcilar biraz soyut bir 6grenim aliyorlar, kavramsal bir
O0grenim goriiyorlar ve direk olayin iginde, tretime dahil olma yetisini biraz

kaybediyorlar.
H: Biraz kaybediyorlar ama bilgisayarla modellemeden falan da kaynaklaniyor bu.

G: Belki de bu gerekli birsey de olabilir...yani sonugta is giiciinliin ayrilmasi,
insanlari 6zellesmesi giiniimiiz toplumunda olan birsey. Bu durumda, acaba hani
zanaat konusunda uzmanlagan insanlarla bu kavramsal liretimde uzamalasan insanlar,

tasarimcilar arasinda isbirligi nasil saglanabilir?

H: Cok ¢ok iyi olur. O tiir platformlar ¢cok fazla olusturulamiyor acikcasi. KOBI’lerle
yapilan c¢aligmalarda da, orda da aslinda direk fireticiyle basbasa kalmiyor
ogrenci...bu bence ¢ok cok iyi olur. Yani yaptirimlar olabilir iste projeleri kendiniz
yapacaksiniz ya da yaptiracaksiniz... Uiretimin takibiyle ilgili birseyler yapilabilir,

ama simdiye kadar organize edilmis bdyle birsey ¢ok fazla yok agikcasi.

G: Son bir sorum daha var. Sinirli imkanlar1 olan inssnlarin da tiretime dahil olmasi
acisindan, onlarm hani biraz 6zgiirlesmesi agisindan zanaat bir rol oynayabilir mi?

Y oksa biraz {itopik mi kaliyor bunlar?

H: Hayir iitopik kalmiyor. Mesela Mardin’de benim yaptigim proje tam olarak bunun

iizerineydi.

G: Ama devam ettirilebiliyor mu?
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H: Yani devam ettirilebilirligi iizerine ¢aligmalar lazim...balki bu baglik altinda bu
durumun biraz daha 6ne alindigi, insanlarin istihdam edilmesi i¢in bir takim 6zel
projeler olusturulabilir. Agcikgast iste ben o dedigin olayr ¢ok da fazla takip
edemedim. Cok da memnun degilim takip edemedigim i¢in. Ama tasarimcilarin bir
tiir antropolojik, kiiltiirel bir sey icine girip, farkli uzmanliklardan insanlarla birlikte
cografyalarda neler olup bittigi, ne tiir seyler iretildigi...Amerika’da bir diikkan
vardi, bir zincir..onun admi bulurum. Bunlar biitiin diinyadan zanaat {riinlerini
topluyorlar ve o diikkanlarda direk dogrudan iireticilerden alarak satisini yapiyorlar

ve gelirin de biiyiik bir kismini tekrar iireticilere dondiiriiyorlar.
G: Internet iizerinden satis var nu?

H: Internet iizerinden satis olup olmadigini bilmiyorum. O model hakkaten...keske
Tiirkiye’de de boyle birsey yapilabilse diye diisinmistim. Hatta soyle seyler
geemisti kafamdan, yani illa hani bdyle craftsmanship yogun iiretimden ziyade,
oradaki malzeme, oradaki iiretim bicimi neyse ona uygun, tasarimcilarin elinden bir
takim {irlinlerin ¢ikmasi ve yani bir tiir tasarim destegiyle lokal iireticilerin yeni

tasarimlar ¢ikarmasi, tasarimeilarin oray1 organize etmesi...
G: Bu biraz Otto’nun (Otto Von Bush) yaptig1 seye benziyor mu?

H: Evet, ama onunki biraz daha provokatif ve miidahaleci. Onun verdigi mesajin ben
daha farkli oldugunu diisiiniiyorum. Burda biraz daha hakkaten orda ne olup bittigini
gercekten goriip, onlarin yapmakta oldugu siireci kolaylastirip tiretimi arttirmak igin
bir yan destek gibi diisiinliyorum ben. Yani ona saygi duyulmasi gerektigini ve ¢ok

miidahaleci olunmamasi gerektigini diisiinityorum.
G: Peki...bagka eklemek istediginiz birsey var mi?
H: Su an aklima gelen birsey yok. Insallah sorularina cevap verebilmisimdir.

G: Tabi ki...tegekkiir ediyorum.

INTERVIEW WITH BURCU BUYUKUNAL
G: Giines Kocabag

BB: Burcu Biiyiikiinal
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G: Egitiminiz endiistriyel tasarim egitimi...daha sonra nasil boyle el {iretimi taki isine
girdiniz?
BB: ITU’de bir tane lisansta taki dersi var iste zaten o ders haftada 4 saat mi de...o

dersi veren kisiler de ODTU’de tasarim okumus ve iste ondan sonra miicevherle

ilgilenmeye baslamus.
G: Kim veriyor dersi?

BB: Ela Cindoruk ve Nazan Pak. Onlar veriyorlardi. O zaman ben orda bu islere
girdim. Ondan sonra sey, onlarin Nisantagin’ndaki atdlyesinde staj yaptim o yaz.
Ondan 2 sene sonra mezun oldum. Bi de o sene bir yarisma vardi, ben onda da bir
derece kazanmistim. Cok heyecanlanmistirm falan. Onlarla staj yaptiktan sonra
atolyede, cok hosuma gittigini fark ettim. Yani endiistriyel tasarimdan...bu da bir
iiriin sonucta, fonksiyonel bir iiriin fakat hani tamamen iiretim siirecini kendiniz
denetlediginiz i¢in...el yapimiyla tasarim ¢ok i¢ i¢e falan. O ylizden ¢ok cekici
gelmisti bana. Bir de bdyle baskasina yaptirmak zorunda degilim yani...tamamen
sey...kendi imkanlarimda daha smirlama olmaksizin...6yle oldugu i¢n ¢ok hosuma
gitti. O mezun oldugum yaz Ela hanim ve Nazan hanimin birine ihtiyaglar1 vardi.
Onlarla caligmaya basladim falan. 4 sene ¢alistim orda. O siire boyunca Ela hanim
dersi birakti, Nazan hanimla ben gitmeye basladim o aldigim derse. O 4 sene
sonunda ITU’ye sey gelmisti, Amerika’da benim bu master yaptigim okuldan bir
profesor. Kendisi aslinda Amerika’da ¢ok iinlii mineci olarak taniniyor. Miicvher

yapiyor ama mine agirlikli. Iste onunla tanistim, hayatim degisti.
G: Konuk hoca olarak m1 gelmisti buraya?

BB: O burda yiiksek lisansta bir ders veriyormus. Fakat o aslinda doktorada onlarin
sebatical denilen, tam tlirkcesini bilemiyorum. 1 sene isi birakip bi yerlere arastirma
yapmaya gidiyorlar. O da buraya gelmis. Ben onunla tamistim iste, burda bir
workshop yaptik falan...O bana fulbright bursuna basvur dedi. Bagvurdum kazandim
ve gittim onun okuluna. O da iste metal bolimii. Giizel sanatlar adi altinda. Yani
giizel sanatlar masteri yapmis oldum. Metal boliimii ve bolimdeki insanlarn bir
kismi miicevher yapiyor, bir kismi heykel yapiyor, bir kismi daha kiigiik objeler
yapiyor. Benim 2 senedir yaptigim seyleri nasil tanimlayacagimi bilemiyorum

aslinda. Heykel degil, miicevher degil...yani iirlin formati icerisinde bir fikri
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sorgulayan seyler. Yani {iriin gibi duruyor, ama kullanamadigini anladigin zaman

bunun ne ise yaradigini sorgulamaya basliyorsun.

G: Diger insanlarin backgroundlar1 daha ¢ok giizl sanatlar tizerine miydi?
BB: Evet dyleydi. Tasarimci da almiglar ama.

G: Peki tasarimer olmanin bir getirisi, gotiirtisii oldu mu sizin aginizdan?

BB: Sdyle oluyor...cok cesitlilik vardi. Biz 4 kisi mezun olduk. 2 kisi heykel yapti,
bir kisi enstelasyon yapti. Ben de liriin denebilecek, yani iiriin formatinda isler
yaptim. Onlar simdi portfolyom yanimda degil ama blogum var benim oradan
bakabilirsin. Okulda biiyiik bir ¢esitlilik vardi. Tabi yaptigim seyler de gene iiriin
gibi seyler oldu. Ben aslinda dyle birsey beklemiyordum. Miicevherle ilgilendigim
icin gene onun gibi birsey yapicam saniyordum ama Oyle olmadi. Cok &zgiir
birakinca boyle i¢cimden o gelmedi, biraz ilging oldu. Sey denilbilir yani..iiriin
formatinda sanat eseri. Kavramsal iirlin de denemez, ¢iinkii kullanima ydnelik birsey
degil. Ama soOyle birsey, yani baktifin zaman sende sey yaratiyor...bunu ben
kullanabilir miyim, kullanamazsam neden kullanamam, ya da bdyle birsey
kullanmaya cesaret eder miyim? Ciinkili biraz bdyle asiri, extrem seyler oneriyor

kullanictya
G: Peki tasarim egitiminizin bu islerinize nasil bir etkisi oldu? Oldu mu?

BB: Tasarim egitimim bana sey anlaminda etki etti...boyle ¢ok lineer gidiyordu, biraz
sikayetciydim aslinda. Orda da aslinda yaptigim isin gelisimi benzer oldu. Proje,
basliyor ve bitiyor. Ama sanatta hani biraz daha baslangi¢ ve bitis noktasi ¢ok belli
degil, yoruma cok acik. Fakat bana hep yaptigim seyin yoruma acik olmasi sanki
anlagilmiyor falan gibi disiiniyordum. Ama orda 6nemli olan o igin insanin
kafasinda birsey uyandirmasi. Yani yaptigiiz seyi herkesin anlamasi miimkiin degil

¢linki {irtin de degil tam olarak. O agidan biraz degisik oldu yani.
G: Taki tlizerine hala ¢alistyorsunuz ama...

BB: iste simdi onu bitirip déniince bir karar verme asamasindayim aslinda ne {izerine
calisacagima. Belki bir doktora yapmay1 diisiiniiyorum. Bdyle iiriin, zanaat, sanat

kesisimi birseyler olmasini istiyorum. Ama taki yapmay1 da ¢ok seviyorum.
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G: Peki yontemden biraz bahsedersek, yani tasarim siirecinde tasarime1 ya da sanatgi
m1 artik...kendisi tasarlayip kendisi iiretiyorsa bunun avantaji ne, ne katiyor, birsey

katiyor mu, ¢ikacak sonucu etkiliyor mu?

BB: Evet bu iste...yani bence ¢ok etkiliyor. Yani ciinkii bir fikir higbir zaman
gorsellestirmeden tamamlanmis olmuyor. Cizim...mesela kimi insan fikrini ¢izerek
anlatiyor. Benim ¢izimim fena degil ama ben onu ¢ok fazla beceremiyorum. Yani ii¢
boyutlu kafada canlandirmay1 birseyi yaparak yapabiliyorum. O zaman da yaparken
neyin yapilacagini, neyin yapilamayacagini...yani tiretimin tasarimi sekillendirmesi
gibi...ama bir de el yapimi daha kisinin kontroliinde birsey oldugu i¢in tiretimi de
gelistirebiliyorsunuz. Hani koca makinalar icat etmeniz gerekmiyor. Belki de
kendiniz ufak detaylar icat ederek fikrinize en yakin hale ulasabiliyorsunuz. O
ylizden iiretim ¢ok fazla endiistriyel tasarimdaki gibi kisitlanmiyor. Endiistriyel
iiretimler gibi degil sonucta. Tabi ki endiistriyel olan kisimlar1 da var. Mesela kapali
carsida insanlar madenleri eritip, onlar1 serit haline, iste plaka haline getiriyorlar.
Bunlar artik kemiklesmis seyler, siiregler. O gene olmak zorunda. Elle iiretirken de o

stiregleri goz oniine almak lazim, o ¢ercevede diisiinmeye itiyor tabi insan1 biraz.

G: Peki gorsellestirme demisken. Tasarimcilar artik 3d ortanlarda galigiyor. Belki de

o imkandan dolay1 elle birseyler yapmak biraz geri planda kaldx...

BB: Yani o sey gibi, ben onu moda gibi diislinliyorum. Endiistriyel tasarimcilar icin
tamamen isi kolaylastirici, yardimci birsey. Taki tasarimi igin..yani elde
yapilabilecek birseyin bilgisayarda ¢izilmesi bana vakit kayb1 gibi geliyor. Ben onu
elimle yaparim diye diisiiniiyorum. Ama o da bir sekilde bir teknik oldugu igin
yaptiginiz tasarimi da etkiliyor. Yani 3d i¢inde yapabildiklerinizle sinirl olabilir, ya
da o g¢ergeve i¢inde yapabilecekleriniz kadar zengin de olabilir. Simdi mesela ¢ok
moda. Lazer kesim miicevher veya lazer kesim birsey. Lazer kesimden ¢ikmig akrilik
plakalarla yapilmis seyler , iirlinler, takilar, aksesuar, birsey. Yani bu nedir,
programlarin insanlara sagladigi bir kolaylik. Oyle gidiyor. Eskiden belki zanaat
daha seydi...Oncelik ondaydi, ihtiyag ondaydi. Ciinkii zanaat tamamen fonksiyonel
ihtiyactan dogmus birsey. Onu kullaniyorlardi. Simdi 3d bazi seyleri hem
kolaylastirtyor, hem de biraz kisirlagtirtyor bence. Ama tabi ¢ok giizel birsey, yani
yapamadiginiz seyler i¢in orda onu gorebiliyor olmak. Ama ben kullanmiyorum.
Zaman kayb1 olarak gdriiyorum c¢iinkii ben ona yaratici bir ara¢ olarak bakamiyorum.

Sadece gorsellestirmek i¢in gibi geliyor ama belki de orda da c¢alisirken firetirken
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benim karsilagtigim siirprizler insanin karsisina c¢ikiyor olabilir. Yani takiyr elle
iiretebilirsiniz ama iretemeyeceginiz daha biiyiik {iriinler i¢in avantaj tabi 3d

gorsellestirme... Ben biraz kopugum bilgisayardan.

G: Son iki sene metalle galistiniz. Ama metal yani ¢ok bdyle evde almip kendi
kendine yapilacak bir malzeme degil, bir alet edevat gerektiriyor. Burda devam

edecekseniz nasil olacak o? Bir atdlye kurmaniz m1 gerekecek?

BB: Suanda evet yani bu daha once calistigim atdlyede bana ¢ok destekgiler, belki
orda gidip c¢alisabilirim. Ama evde de cok rahatlikla yapilabilecek kiiciik seyler,
bikag alet alip baslayabileceginiz birsey. Tabi herseyi yapamiyorsunuz, dokiim
yapamiyorsunuz mesela, ne bileyim cila yapmak i¢in iyi bir makina gerekiyor falan.
Onlar sermaye gerektiren seyler. Ama kiiciik bir atdlye kurmasi o kadar da zor birsey

degil Ama tabi ki dyle bir alet edevat gerekiyor onu yapmak i¢in de.

G: Peki taki alani alan olarak ¢ok agir bir egitim gerektirmiyor gibi goriiliilyor ve
tasarim egitimi olmayan insanlar da amatdrden profesyonellige gecip girebiliyorlar

bu ise. Bu konuya nasil bakiyorsunuz?

BB: Yani tabi olumlu bence, Herkes yapabilir bunu ama zaten yapilan isler
arasindaki fark belli oluyor. Ben ya da gorebiliyorum en azindan. Bu ¢iinkii zevke
hitap eden birsey, herseyin bir alicis1 var. Ben kimseyi kiiglimsemek istemem.
Tasarim egitimi almamig bir insandan da nadiren de olsa dogal yetenek c¢ikabilir.
Ama yine de fark belli oluyor bence. En basitinden temel tasarim anlayisi olarak,
kompozisyonda birsey gorebiliyorsunuz yani. Yani bunun Oniine gecis yok. Yani bu
firmalardaki tasarim egitimi almamis patronlarin tasarim kararlar1 vermesiyle ayni
sey bence. Tasarimciy1 rahatsiz edebilir ama bunun 6iine gegmenin bir yolu yok yani.
Oniine gegmenin tek yolu yaptigmiz isle fark yaratmak. Insanlar da bunu
gorebiliyorsa...tabi Tiirkiye’de tabi bu tip seylerin takdir edilmesi ¢ok kolay olmuyor

bazen.

G: Tirkiye’de paki kendi isini yapak isteyen, el emegiyle birseyler yapmak isteyen
insanlara kurumsal bir destek vat nu1?

BB: Hig¢ bilmiyorum, insallah vardir. Kuyumcular odasi falan olabilir mi diye
diisiiniiyorum ben de...ama onlar da farkl bir konseptte...Simdi ben burdan giderken

miicevhere hicbir zaman sanat olarak bakamadim. Ciinkii fonksiyonel bir {iriin

yapiyorsunuz. Oraya gittikten sonra, miicevher orda sanat olarak algilaniyor. Ve kimi
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insan limitli sayida parca iretiyor. Benim yaptigim miicevherler hep seydi...iste
tiretimi nasil kolaylastiririm, seri halde su kadar parca nasil ¢ikar...yani ¢linkii ben
tasarim mezunu oldugum i¢in bdyle calistyordum. Ama iste orda bu one of a kind
dedikleri...yani tek bir tane bir sanat eseri gibi bir miicevher yapilmasi...0yle bir
yaklasim da var. Ve ¢ok da giizel birsey. El yapimi ona ¢ok agik. Aslinda el
yapiminin yeni alani belki de o. Yani miicevher sey olarak da yapilabilir...o
garip...mesela goldas a gitseniz ordaki iiretime seri liretim denebilir. Ama orda da
asagida birsiirli ustalar calisiyor, yani elle serinin karigimi. O yilizden miicevherde
tamamen bir makina {iretimine gecilemiyor hi¢bir zaman. Hep bir insan eli gerekiyor.
En giizel yonii de o bence. Iste neyse bu sanat eseri olarak degerlendiriyor orda. Ben

illa bir ¢cerceveye alalim diye diigiinmilyorum ama...giizel bir yaklasim sonugta.
G: Daha o6nceki tasarimlarinizdan seri tiretilen oldu mu?

BB: Yok hepsini ben iirettim, ama ¢ok sayida iirettim. Yani ¢ok sayida iiretebilmek
icin de basitlestirmis olabilirim. Ama tamamen elde iiretilen seyler. Ama dokiim
yaptirdim mesela. Tamamen elde de yapilabilir ama dokiime uygunsa dokiim
yaptirmak her zaman ¢ok daha kolay. Ciinkii zaman kaybim 6nliiyor. Ama dokiime
girdigi zaman tabi ki elden ¢ikmis olyor bir siire. Sonra dokiimden geldigi zaman iste
tesviye, zimpara falan...ama her zaman bir seyi ilk defa yaptigim zaman ilk bir elde
yapiliyor tamamen, ondan sonra ¢ogaltacaksam ona gore ayarliyorum nasil olacagini

falan.

G: Sizin tasarimlariniz el isi olmalari bakimindan zanaate yakinsiyor ama
kullandigimiz formlar c¢ok geleneksel formlar degil. Gelenksel zanaatlere nasil

bakiyorsunuz? Mesela iste siislemeli, eski kiiltiirden esinlenen formlar falan...

BB: Aslinda mesela giimiisten bir kiip yapmak...tamamen basit, sade birsey ¢ikyor
ortaya. O zaman bu sey gibi oluyor...yapilmasi ¢ok zor olmayan birsey..halbuki o
kiipii miikemmel bir sekilde yapmak o kadar zor birsey ki. O ¢ok iyi bir el yetenegi
gerektiriyor. O da aslinda zanaatin bir devami oluyor. Yani sey gibi degil, sanki
modern formlar kullaninca zanaat {iriinleri yok olmus, o teknikler yok olmus gibi
birsey degil bu. Tam tersine o daha miikemmellik gerektiren bir seviye o kiipii
yapabilmek. O ytlizden...tarz olarak yani eski desenlerden etkilenme...onu alip oraya
kopyalamak...o da yani aslinda onu séyle yaptigimi diisiiniiyorum. Mesela benim bu
pipetlerden yaptigim bir takilar vardi. O mesela bakinca ¢ok basit bir form olarak

goziikiiyor, bir nevi modern bir dekorasyon. Ben illa yani zanaat gelenegini devam
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ettirmek icin o eski formlar1 kullanmak gerektigini diistinmiiyorum. Ele birsey
yapmak, o is¢iligi kullanmak zaten onu devam ettirmek bana kalirsa. Onun diginda
bir isim daha var mesela, her goren telkari diyor. Aslinda telkari degil. Ben telkarinin
nasil birsey oldugunu biliyorum, aslinda telden yapilan is demek ama telkarinin
belirli bir yapim bi¢imi var. Bir telin etrafina baska bir tel sariliyor, o ¢ikan yeni
seyden birseyler yapiliyor. O ylizden ¢ok karmasik bir form. Ben sadece tek bir teli
kullanarak daha orname isler yaptim. Her goren telkari dedi ona. O bence daha
modern bir devamiydi telkarinin mesela. Clinkii insan etrafindaki seylerden mutlaka
etkileniyor. Yasadigin devirden de etkileniyorsun, daha oOncekilerden de
etkileniyorsun. Onu birlestirmek hani dogal olarak cikacak birsey. Ama strateji
olarak sey var bir de son donemlerde...iste Osmanli seylerini, mesela iste kaftani
kiigiiltiip kolye yapmak falan...hani bunlar dénem trendleri bence, zanaati korumak
falan degil. Bir de ben ordayken mesela bir burs kazandim...demircilik kursu 2
haftalik, ama gidemedim, aksilikler ¢ikti. Cok liziildiim. Yani burda mesela alas1 var
onlarin iste kazancilik, demircilik...ama iste ortam sey oldugu igin...yani buna
merakli gen¢ bayanlara ozellikle kapali birsey oldugu ic¢in, aslinda asil yerinde
yasamamiza ragmen...bu kapali yap1 zaten bu isin ilerlemesini Onliiyor. Aslinda
mesela bu kapali ¢arsidaki...simdi aligtim artik hani oraya gidiyorum hep onlar da

alistilar artik bana...ama alisana kadar...simdi ¢ok seyler, hani 6gretmek istiyorlar..
G: Kuyumculara mi1 gidiyorsunuz?

BB: Kuyumcu degil de iste mesela ocakci var metali eriten yer, telci var teli ¢eken
yer..,ite dokiimcii dokiim yapiyor. Bu yerlere gidip sordugunuzda iste hemen aslinda
ustalar size birsey anlatmaya calisiyorlar. Seviyorlar yardim etmeyi, ama yap1 boyle
¢ok babadan ogula ya da iste ¢iraklik...boyle cok erkek egemen gelistigi i¢in...yani ne
biliyim Tiirkiye’de boyle kirilmasi gereken birsey var ama nasil olacak bilmiyorum,

bu konuda dertliyim ben.
G: Aslinda bu atdlyeler ve zanaatkar insan birikimi ¢ok fazla...

BB: Tabi birikim ¢ok biiyiik ama iste bunu kullanmak lazim. Atolye olayi...okullarda
da kisith yani atdlye ortamlari. Bizi mesela endiistriyel iiretim yapan yerlere
gotiirdiiler okuldayken ama bdyle elle tiretim atdlyelerine gittigimizi hatirlamiyorum.
Bakir tabaklar mesela yapiyorlarmis adamlar. Simdiki tencerelerin asli oymus. Ama
o bitmig artik yani daha kullanigh olani ¢ikmig falan..ama temelinde Obiirli var. Ama

zanaat sedece fonksiyon da degil, ¢ok sey barndiran birsey. Hem sanata, hem
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tasarima yakin ¢ok zengin birsey aslinda. Cok da zevkli birsey, ben ¢ok seviyorum
ama bizde iste el emegine ne yazik ki ¢cok deger verilmiyor Tiirkiye’de. Yani ¢ok
veriliyor giiya ama be mesela ¢ok giizel bir telkari brosu elli milyona almistim ve
bdyle soka girmistim. Adam bunu elli milyona satiyor, ¢ilinki satamiyor adam, bitmi
artik. Ama niye, ciinkii o da ha bire eski seyi tekrar ediyor. Yani teknik mitkemmel,
el yapimi ¢ok giizel, ama yaptig1 iiriin bu sefer kendini tekrar ettigi i¢in satamiyor.

Iste el isciliginin hicbir kiymeti kalmiyor o zaman.

INTERVIEW WITH EBRU CEREZCI
G: Giines Kocabag

EC: Ebru Cerezci

G: Teorik bir soruyla baslarsak, zanaati tanimlamaniz gerekse nasil tanimlarsiniz?

EC: Yani teoride iste el sanatiyla ilgilenmek diyelim ama inan teoriyle gergekler ¢cok
farkli. Ama mesela biz okullarla da calisiyoruz. Meslek liseleri, el sanatlari
okullar1...aslinda zanaatkar degil onlar. Aslinda belki de ¢ok genel bir kavram olarak
gonliinden geceni, gonliinden kopani elinden ¢ikartmak falan gibi birsey demek
lazim. Ciinkii eskinin zanaatkarlariyla bugiliniin zanaatkarlar1 arasinda baya bir fark

var yani.

G: Siz meslek liseleriyle ¢alisiyoruz derken yani kendi {iretiminiz i¢in mi onlardan

destek aliyorsunuz?
EC: Tabi.

G: Peki siz endiistriyel tasarim okudunuz ve daha sonra kariyeriniz nasil bu yone

girdi. Egitiminiz sirasinda buna yonelik ¢aligmalariniz oldu mu?

EC: Yok ben ODTU Endiistri Uriinleri Tasarimini bitirdim. Daha sonra hediyelik
esya ve masa Ustll aksesuar dedigimiz bizim, aslinda 6énemli bir sektordiir tasarim
diinyasinda...ordaki firmalarda c¢alisttm. Ama avantajim benim yurt diginin ¢ok
onemli tasarim firmalarinin Tiirkiye temsilciligini yapan yerlerde c¢alisiyor olmamdi.
Boylece de hem yurti¢i yurt dis1 irtibatim ¢ok kuvvetli oldu. Yani yurt i¢i kadar yurt

disinda da ¢ok iyi bir ¢evrem oldu aslinda tasarim anlaminda. O biiyiik bir sektor
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yani hediyelik esya ve iste masaiistii aksesuar dedigimiz. O sektoriin ne kadar biiyiik
oldugunu gordiim, iste biitiin know-how’larim1 aldim kendim falan 6nce. Ama Gte
yandan da evet belki bireysel merakim da vardi seye...antika ¢ok ben lise
zamanindan beri takip ederim. Miizayedelere giderim, iste okurum...yani severim
antikay1. E bizde de antika denince tabi kendi, yani Anadolu topraklarinin antikalar1
daha goz oniinde. Iste o dénemde aslinda tamamen de ihtiyactan dogan da birsey
oldu bu. Yani aksesuar, yurtdis1 standardinda tasarim anlaminda...iste ne bileyim
tasarim kaygis1 acisindan, ambalaj agisindan, katalog agisindan, iiriin bitisi a¢isindan
yani iste kalitesi agisindan falan...ama ayni zamanda da bize ait, bizden birsey arayist
icine girdim. Iste hediye gétiiriicem ama ne gotiiriicem higbirsey bulamiyorum. Yani
Kapalicars1 apayri bir olay ¢linkii o da ¢ok kiymetli, miithis 6nemli bizim i¢in. Ama
¢ok bagka bir konsept o. E onun disginda hem hand-made olacak, hem Turk
tasarimcidan ¢ikacak, hem de Made-in Turkey olacak...yani bu {igii zaten bizim
Hiref’in assetleri. E bu konseptte birsey bulamadim yani. Yurt disina gidiyorum,
hediye gotiirlicem, yabancilar buraya geliyorlar o donemde...hepsinin bir tasarim
kiiltiirli var. Tiirkiye’ye geliyorlar iste el sanatlari, oo iste Anadolu tarihi falan, ama
iste onlara verecek hediye bulamayinca dedim ki... aa bu boyle olmuyor, bu isi ben

yapayim o zaman. Kimse yapmamis ben yapayim diyip yola ¢iktim yani.
G: Biitiin iirlinlerinin el iiretimi mi?

EC: Tabi...yani yiizde doksan1 diyim. Var yani ¢ok az mesela kalip da var...mesela
sivama. Ama sivama da bir el isi yani bir plakay1 bir kaliba sivarken de, bakirla
calistyormugsun gibi... yumusak malzeme ama tabi yine de bir el igi gerektiriyor.
Yani yiizde yiiz el isi diyebiliriz.

G: Peki tasarimlarmiz fikir olarak bu zanaat geleneginden besleniyor. Bu

tasarimsiireci nasil isliyor, biraz bahseder misini?

EC: Tabi bir tasarim ekibimiz var artik biiyiitilk. Ama ilk asamadan beri ...simdi
sOyle aslina ilerlemek lazim. Aslinda bu proje gibi, okul projeleri gibi. Yani konu
belli ama bir kere tabi alt yapisinin ¢ok kuvvetli olmasi lazim. Ben mesela birbuguk
sene sadece Anadolu’yu gezdim ve nerde ne yapiliyor, nerde kim ne yapiyor...mesela

en iyi bunu kim yapiyor gibi basliklar altinda...

G: En iyi kim yapiyor derken is¢ilik olarak m?
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EC: Tabi. En iyi hangi yorede bu is yapiliyor? O yorede bunu en iyi kim yapiyor? Ya
da o yoOrenin en Onemli malzemesi ne? Ya da o yorenin en 6nemli konsepti ne?
Bazen de ¢ok enteresan konseptler oluyor bolgelere gore, yorelere gore...yani ¢ok
farkli ve o kadar biiylik bir zenginlik ki, onu da c¢ok dogru gruplamak lazim
Anadolu’yu. Yani hem cok liikks bizim i¢in, tasarimcilar i¢in ama hem de ¢ok dnemli
cok saygiyla yaklasmak lazim. Iste o da bilgiden gegiyor. Bilmek zorundasin nerde
ne oluyor, nerde ne iretiliyor. Neyse, ben Anadolu’yu gezip de, iste kendimce o
semasini, haritasim ¢ikarinca, kimi zaman malzemeden yola ¢ikiyoruz. iste diyoruz
ki mesela ya iste Eskisehir’de liiletas1 gibi birsey var. Ama bu yiizlerce yildir pipo
olmus. Baska gidememis ileri...yani ¢ok az bir taki var ama yani olmamis. E ¢linkii
niye iste malzemenin dogasinda da 1stya dayaniklilik var falan ama yani bu kadar.
Ama ¢ok 6nemli, yani bizim 6nemli bir yeralti zenginligimiz diger iilkelerden bizi
ayiran. Bir de art1 ustalart muhtesem. Hepsi yani Michelleangelo yani hepsi. Bir ifade
veriyorlar biliyorsun iste pipolarda. Surat veriyor, géziiniin yasina kadar yapiyor o
surat1. Inanilmaz. O zaman ne dedik, biz bunu bir sekilde ele alalim. Yani bu el
sanatinin bir sekilde yasamasi lazim. Yani ¢iinkii ne oluyor, pipo satmadik¢a bu
ustalar mal satamiyor, mal satamayinca ne oluyor, para kazanamiyorlar. Yani aslinda
bu isin orjini tabi ki gelir elde etmek. Yani sanatindan birseyler kazanabilmek yani.

O zaman dedik ki tamam biz bu isi ele alalim. Liile taginin bir sekilde igslemesi lazim.
G: Yani siz gidip ordaki iiretime miidahale edip, yine o insanlarla...

EC: Tabi ki. Gene iste liiletas1 Uireticilerine gidip diyoruz ki kardesim pipo degil, bak
bizim boyle tasarimlarimiz var. Ama simdi s0yle bir durum var. Bir step Onceye
gelirsek, biz dnce buldugumuz atdlyeleri...bireysel ¢ok ¢alismiyoruz, genelde atolye
bazini tercih ediyorum ama...mutlaka ¢ok ama ¢ok ciddi bir egitimden geciriyoruz.
Diyoruz ki bak biz sizinle beraber ¢alisicaz, ¢ok giizel seyler yapacagiz ama bizim
bir takim sartlarimiz var. Ve bunu ilk giinden beri yapiyoruz ciinkii biz yola
uluslararas1 bir marka olarak, hayal ederek ¢iktigimiz icin...e yurt disinda da bazi
biliyorsun seyler var. Tiim genel is akisi manasinda diinyanin her yerinde birtakim
standartlar var. Iste ne bileyim zamaninda teslimat, kalite kontrol ne demek, bitmis
irin ne demek, tasarimciya saygi, ne bileyim fiyatlandirma falan gibi...mesela
prototip ne demek, numune ne demek, fire ne demek...mesela bunlar cok 6nemli. Ve
bunlarin bir¢ogunu hayatlarinda ilk defa duyanlar oluyor tabi. Simdi 6nce ¢ok ciddi

bir emek harciyorsun. Ciinkii bunlar1 bildikleri takdirde o insanlarla is yapabilir hale
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gelebiliyoruz biz. Ciinkil biz bunu hobi olarak yapmiyoruz. Bu ciddi bir is yeri. O
zaman biz bunlarda mutabik kaldiktan sonra tireticilerimizle...ilk zamanlar bunlara
ben gidiyordum ama simdi tasarimc1 arkadasalarimiz gidiyorlar. Orada baya bir vakit
harcryorlar belki 2 hafta belki 3 hafta. Onlarla beraber birebir, gerekirse bazen liretim
yerlerine ceki diizen veriyoruz. Mesela kimi zaman ne bileyim ¢ok soguk yerde
iiretim yapiyorlar, iste biz oranin tesisatina yardimci oluyoruz. Mesela ne bileyim
saglik acisindan iste mesela kalay...kalaycilar mutlaka maskeyle calisacak. Mutlaka
yani bunun tartismast yok. Yani onlara birtakim standartlar kazandirmaya
calisiyoruz, kendi standartlarimizi. Once onlar1 bir digerlerinden farkli kiliyoruz. O
onlar icin de ¢ok motive edici. E bizim i¢in de ileriye doniik bir yatirim tabi
yani...siparigler arttikca orasi bir kaos ortamima girmeyecek ya da bir telas

olmayacak. Ciinki 6nce tabanini ¢ok diizgiin kuruyoruz tabi ki.
G: Suanda tasarim ekibinizde kag kisi var?
EC: Ug...ve mutlaka endiistri tasarimcis.

G: Siz basladigimizda bu alanda ¢aligan kimse yoktu. Simdi sizden sonra bir feyz alip

bu islere giren var mi1?

EC: Var, dolu. Taklitlerimiz bile var. Ama olsun. Tabi fark ne, ben okulluyum. Yani

0 ¢ok biiyiik fark. Yani egitim ¢ok ama ¢ok 6nemli.
G: Peki tasarimcilar arasinda nasil goriiyorsunuz bu konuya yaklagimi?

EC: Umarim olur. Olsun ki hani sektor olsun bu aslinda. Yani yok, ¢ok tasarim
kokenli olup da bunu yapan ¢ok yok. Bu denli yani bizim alanimizda. Elbette iste
Faruk bey var iste ¢cay bardagini kendince tasarladi...cok farkli. Ya da hani kim var.

Yok yani, inan yok. Tabi bu ¢ok baya bir ekip isi. Bireysel olarak ..
G: Yani siz gidip bizzat atélytenin basinda...

EC: Tabi ki el isi gidip basinda duruyorsun, yani 350’yi askin atdlyeyle calistyoruz

biz su anda. Yani tamamen el sanatindan , zanaatten ¢ikma birsey bizimki.
G: Peki Tiirkiye’de kurumsal bir destek var m1 bu alanda?

EC: Yani cok arastirsak belki biryerlerden birsey ¢ikaririz ama onunla harciyacak
vakit yoktu. Yani Turquality var mesela marka destek anlaminda. Giizel bir program

ama ona hazir degiliz daha...ama ¢ok davet aliyoruz ordan. O da baya bir 6n hazirlig1
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olan yani apayri birgey. Onun icin ayri bir bolim kurup Turquality’ye hazirlanmak

lazim.
G: Nedir yani bu hazirlik? Kosullar m1 agir?

EC: Kosullar agir degil de yani baya bir 6n hazirlig1 var onun. Yani hem biirokratik
anlamda ¢ok hazirlig1 var. Hem de birsiirii birseyler yapmamiz lazim. Suan biz ¢ok
sahadayiz, isin mutfagindayiz, devamli iiretiyoruz. Ama Turquality giizel bir
program. Onun diginda Tirk tanitim vakfinin enteresan fonlamalar1 var. Ama biz ¢ok
devletle is yapmadik. Vaktimiz olmadi, bi de tarzzimiz da olmadi yani biz 6nce bir
kendimiz ¢ok iyi birsey yapalim da, sonra bir sekilde zaten bulusulur. Herkes

devletten birsey istiyor. Biz uluslararasi ortamdayi1z zaten.

G: Uluslarast1 ortamda da bir Tirk tasarim kimligi acgisindan 6nemli bir is

yapiyorsunuz. O yiizden belki resmi tanitimlarin olmasi...

EC: Tabi..olmas1 gereken birsey o aslinda ama iste zor heralde ya...¢ok girmedik o

taraflara.

G: Bir de sunu soracagim. Zanaat, sanat ve tasarim...siz daha ¢ok igin pratigindesiniz

ama bu kavramlarin sizce birbirlerine gore konular1 nedir?

EC: Aslinda iicii de ¢ok ayri. Olmasi gereken de o. Ama artik bu bizim i¢in olmasi
gereken ne...tasarimin zanaatle birlesmesi. Sanat apayr1 birsey. Bir eser baska biriyle
paylasildig1 an o sanattir. Yani yapilan bir seyin bir kisi tarafindan goriilmesi ani

itibartyla o bir sanata doniistiyor.
G: E bu durumda zanaat ve tasarimda da ayni sey sos konusu degil mi?

EC: Evet ama zanaat el sanatlarindan ¢ikma. Sanatin ¢ok farkli kavramlari ve
boyutlar1 var. Ama zanaatle tasarimin...yani sanat agisindan ¢ok birsey demem dogru
degil, ¢linkii ben sanat adami degilim. Ama tasarime1 olarak diyecegim su ki, zanaat
ve tasarimin birlesmesi ¢ok dnemli. Clinkii diinyada da bu bdyle. Aslinda ¢ok biiyiik
firmalara baktiginda tasarim fuarlarinda ya da biiyiik {iriin fuarlarinda ambient’de ya
da maison objet gibi yerlerde standlari olan biiyiik yabanci firmalarda...Royal
Copenhagen mesela...o tamamen iste kendi porselen zanaatlarindan ¢ikmis. Aslinda
belki 1800’lerde onlarda evlerde belki kiigiik kii¢iik atdlyelerde porselen cay bardag:
boyuyorlardi. Ama ne zamanki tasarimla kaynasmis, Ortiismiis, iste o zaman bu

giiniin ortaminda bir marka degeri olmus...ve nesiller boyu...kaginc1 nesil kimbilir
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bilmiyorum da yani devam ediyor. Mesela Moser yani miithis bir cam markasi,
Cekoslovak sudur, budur. Ama ne zaman ki tasarim degeri olmaya baslhiyorsa o
zaman marka degeri oluyor. Yani aslinda su an olmasi gereken sey zanatin tasarimla
bulusmasi, yani tasarimin zanaati tekrar ele almasi. Ciinkii problem ne biliyor musun
gercekte, insanlar yaptiklari...¢linkii bunlar genetik olarak kabiliyetli insanlar. Yani
bir ahsap oymaci istedigi isi yapsin, eline bir markdrle ahsap verdigin zaman
harikalar ¢ikariyor, ¢ilinkii genetik kodu 6yle adamin, ¢iinkii babasi da ahsap oymaci.
Ornek Kastamonu...mesela Kastamonu’da herkes bir sekilde thlamur agaciyla iste
kayin1 ayirt eder falan. Ahsap kodlamalar var genlerinde yani, anlatabiliyor muyum.
Simdi madem Oyle genetik yapisinda da bu kabiliyet olan insanlar var. Nesiller boyu
insanlarda bu el sanatlar1 devam ediyor...ama bugiin neden yapilmiyor, ¢iinkii para
kazanmiyorlar. Yani o zaman ne oluyor...mesela benim babam yillarca bu isi yapti
higbirsey kazanmadi. Ciinkii neden, ¢linkii bizde zanaat kiymetli birsey degil. Ya da
belki de ¢ok biryerlere ulasamiyor ulagmasi gerektigi kadar. Ama ne zamanki
tasarimla birlesiyor, bu birtek hiref icin degil, belki bireysel olarak da birgok
tasarimci birseyler yapmaya calistyordur...iste o zaman bir katma degeri oluyor tabi.
Hem ahsabin, hem zanaatkarin, hem tasarimcinin. O biitiinliik, o takim oyunu ¢ok
onemli. Zanaatin de devamu i¢in...biz iste hep ne deriz, 6lmekte olan el sanatlari. Bu
simdi klise, herkes de kullanir bunu...evet ama niye Slityor bu el sanatlari...¢linkii
insanlarda orda bununla vakit harcayacaklarina gidip baska bir isi yapiyorlar. Bizim
¢ok internet kafeden ¢ikarttigimiz ¢ocuklar var mesela tekrar babalarinin yaninda ise
baslattigimiz. Ciinkii geng¢ nesil zaten rahat yasamay1 seven, zora alisik olmayan bir
nesil. O zaman bakiyor tabi mesakkatli bir i de bu...ay diyor ben bununla ne
ugrasayim, gider bir internet kafede ¢alisirnm diyor mesela. Ama halbuki o ¢ocuk
kabiliyetli. Babasindan genetik olarak kabiliyeti var yani o ¢ocugun. Zanaat¢i yani
aslinda. Ama iste tasarimin onemi...ben biliyorsun bu sene yilin kadin girigsimcisi
secildim. O kadar mutluyum ki...tamam birinci olduk falan diye de mutluyum elbette
ama asil 6nemli olan ne...tasarimin altin1 ¢izmeye ¢alistyorum her programda, her
rOportajta, neyse iste basinda falan...clinkii tasarim benim sektoriimde zanaatle
bulusuyor. Ama bissiirii sektorii ele alabilirsin. Bizi ileriye gdtiirecek, bizi
farklilastiracak, bize katma deger saglayacak sey tasarim, tasarim degeri. Yani liretim
ne olursa olsun lazim da, hani bizim sektoriimiizde de, kiiltiirel tasarim dedigim

seyde benim, ¢cok 6nemli. Iste orda...sanat tabi sanat bambaska...bu bir takim oyunu
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yani, Oyle olmasi lazim. Yani zanaatkarlar olacak, tasarimcilar olacak, pazarlamacilar

olacak, finansgilar...bu boyle bir is yani, takim isi.

G: Peki siz egitiminiz sirasinda...buna nasil bakiyorsunuz yani giliniimiizde tasarim

egitiminde 6grencilere bu konuda bir biling veriliyor mu?

EC: Ben bes sene Yeditepe’de ders verdim. Tasarim ydnetimi dersi. Simdi énemli
olan c¢ok spesifik birsey tabi bu. Tasarim, zanaat falan...ama 6nemli olan o bilinci
kurabilmek 6grencilerde. O biling de nedir, tasarimin 6nemi bilinci. Yarin 6biir giin
de bagka biri de baska bir sektorii ele alip birseyler yapacak tasarimci olarak. O
ylizden 6nemli olan o bilinci verebilmek. Ve ben tasarim egitiminin ¢ok degisiyor
oldugunu goérdiim. Yani benim zamanim diyicem, trajik olacak ama, hakkaten
tasarim egitiminin baya birseyler kaydettigini gordiim. Tabi hersey daha kolay artik

simdi bazi1 geyler, internet ortami1 muhtesem falan falan..
G: Bir de artik hersey bilgisayarda yapiliyor.

EC: Tabi. Cok imkan var. O yiizden tasarim egitimi daha kaliteli ylriiyor diye
diisiiniiyorum. Ama yine kiside bitiyor tabi biz 35 kisi mezun olduk bir dénemde iste

bir ben ¢iktim bu isi yapan.

G: Bir yandan da bu teknolojinin sundugu yeni imkanlar...mesela 30 yil 6ncesinin
tasarimcist kendi si de aslinda bir yerde zanaatkar gibi ¢alisiyordu mecburen, model
yapacaksa elinde yapiyordu malzemeyle bire bir. Simdi biraz daha sanal ortama

kayd isler...

EC: Evet o yiizden de zanaat biraz gereksiz bir alan gibi goriiniiyor bazilarin. Ya bu,
bizde mesela hep naparlar, iste birinci sinifa gelinir iste herkes bir tasarimci
formatma girer. Iste dgrenciler Jesus tipler olur, bir ortama girer. Sonra hep bir
kuzeye imrenilir, iste minimalizm birden popiiler olur. Hani en yalin1 ben yapicam
diye bir ¢aba igine girilir. Ki giizel birsey, ¢iinkii hani “less is more” aslinda. Ondan
sonra iste boyle donemler olur. Kimileri arabaya takar, habire araba cizer iste
yarismalara girilir falan. Iste kimileri kostiime girer, kendince birseyler yapar. Bunlar
hep boyle siirecler tasarim egitiminde. Ama dziine dénmek isteyen az olur. Iste belki
0 donemim umutsuzlugundan...iste mesela Hiref gibi 3-5 tane daha bu si baglatip
biiylitiip basarilar elde eden firmalar olsa, o zaman o da bir merak konusu...yahut biz
de bdyle birsey yapalim diye heveslenir veya yola ¢ikar arkadaglar. Ama tabi 6rnek

alinan markalar hep Iskandinav iilkeleri, ne biliyim iste Italyan, belli basli...iste bir
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Avrupa trendi oldugu i¢in kimse doniipte ya noluyor iste bir Adana’da, Erzurum’da,
Konya’da diye meraklanmiyor. Bu ¢ok 6nemli, yani tasarimda 6rnek ¢ok dnemli. O
ylizden hani bizim gibi bika¢ tane daha olsa, yeni arkadagslar i¢in sey olur diye
diisiiniiyorum. Yani olay meraktan basliyor. Onemli olan neyi merak ettigin. O da bir
tercih...sen belki de ne biliyim frog dizayn’da calisican, ya da Iskandinav iilkelerinin
bilmemnesinden yola ¢ikacaksm. O apayri birsey tabi. Ya da gene Tirkiye’de
calisacaksin ama acayip minimal birsey yapacaksin. Simdi Hiref cok farkli ve
tasarimsal anlamda soyliiyorum...gene minimal caligip gene kiiltlirii tasarlayabilirsin.
Iste Faruk Malhan’m yaptig1 gibi ya da Alev Ebuzziya’nmin yaptig1 gibi mesela.
Acayip basarili, son derece minimal ama evet bir ¢ay bardagi. O tamamen Kkiiltiirel

bir tasarim. Hani bunlar hep tercih meselesi .
G: Evet...boyle yani... Sizin eklemek istediginiz baska birsey var m?

EC: Aslinda cok bir hemen Ozet gecersek, yani bir kere modern tasarimin ne
oldugunu bilmek lazim. Ciinkii zanaatte en Onemli sey gecmise saygl. Zanaat
tasariminda m1 diyim..kiiltlirel tasarim diyorum ben ona aslinda. Ciinkii o kadar ince
bir ¢izgi ki o, her an kitsch olabilir. Cok kolay, o kadar kolay ki kitsch olmak. Tabi
bunu belki sen anlarsin ben anlarim ama inan miisteri de, yani normal, bir tasarim
egitimi olmayan miisteri de anlar. Ciinkii zanaat icin tasarim yapmak c¢ok zor, ¢iinkii
herkesin bildigi birseyler iizerine tasarim yapiyorsun. Iste fiberglass malzemeden
bilmemne tasarimi yapabilirsin. Birgok kisi bilmez zaten, sen onun kalip almasini
bilirsin iste ne bileyim yogunlugunu bilirsin falan. Ama el sanat1 dedigimizde, zanaat
dedigimizde bir kere herkesin dyle ya da bdyle bir bilgi sahibi oldugunu diisiinerek
yola ¢ikmak lazim. O yiizden o tasarimlar1 ¢cok ama ¢ok saygiyla...ki bilgiden geciyor
bu da iste..yaklagsmak lazim. Ciinkii o ince ¢izgi ve her an kitsch olabilme 6rnekleri
dolu. Yani biliyorsun birsiirii bu ise girmek isteyen, 3-5 parca yapanlar dolu yani
piyasada, ama bakiyorsun diyorsun ki ay yani olacak is mi. Ciinkii kitsch diye de

birsey var ve oluyor da.

G: Zor bir is aslinda. Hem ¢ok tanidik olmak zorunda ama bir yandan da farkli

olmak zorunda.

EC: Aynen Oyle. Yani ve bir de tabi bunun bir tasarim degeri oldugu i¢in bunu tabi
bir de iyi yerlerde satiga sunuyorsun. Bir de tabi fiyat faktorii var. Onun da onu hak
ediyor olmasi lazim. Ciinkii bizde malesef zanaat her zaman boyle ¢ok kiymeti

olmayan birgsey olmus, yani kimse bizde biiyiik biit¢eler ayirip da zanaat {iriinleri
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almamis. O kiiltiir yok bizde ¢iinkil. Ciinkii az bulunur birsey degilmis. Heryerde
birgok sey yapildig1 i¢in kiymeti ¢ok yokmus yani...ancak antika degeri varsa. O
yiizden ¢ok ciddi saygiyla yanasmak lazim. Once ¢ok iyi bilmem lazim ne
yapacagini. Ondan sonra o zanaatle tasarimin el birliginden miithis sonuglar doguyor
tabi. Ama en onemlisi saygili davranmak gecmise. Bir de bu ¢ok bir...bir nis market
yani bu. Yani aslinda marketini kendin yaratiyorsun. Sonugta boyle bir acik var. Sen
bunu goriiyorsun. O zaman bu seyden yola ¢ikiyorsun, yavas yavas alanini
biiyiitiiyorsun. Bizim gibi baska firmalar da dogdukca, biiyilidiikk¢e o zaman market
de biiyliyecek. Ama su anda c¢ok nis bir market. Ama tabi genel sembolii ve katma

degeri agisindan ¢ok 6nemli bir nis market yani. Ayricalikli tirtinler.
G: Sizin iiriinleriniz daha ¢ok bdyle kiiltiirel temsil iirtinlri zaten...

EC: Aslinda biz yani...cok fonksiyonel de {iriinler var. Giinliik kullanilabilecek. Ama
bdyle daha obje anlaminda, hediyelik esya ciinkii ya...aslinda o dengeyi saglamaya

calisiyoruz.
G: Magazaniz nerde var?

EC. Bir Istinye Park’ta bir Kanyonda var. Beymenlerde var. Bir de yurtdis1 iste.
Yurtdisinda LosAngeles’ta, Washington’da...aslinda ¢ok oOnemli bir anlagsma
imzalamak {izereydik ama bu ekonomik kriz yiiziinden beklettik onu. O yilizden
korfeze dondiik mecburen daha az etkilendi diye. Iste Katar, Dubai, Kuveyt, Urdiin,
Riyad.

G: Dogu iilkelerinden daha ¢ok mu ilgi var?

EC: Yani daha c¢ok para var ¢iinkii orda. Aslinda Amerika’dan c¢ok biiyiik ilgi var.
Biliyorsun onlar zaten craft igine son derece deger veren bir toplum...ama su anda
iste ekonomik krizden dolayi. Amerika pazar bizim i¢in ¢ok Onemli. Rusya
enteresan...Yani iyi birsey yaptigin zaman talep oluyor. Onemli olan iyi birsey
yapmak yani...ama gercekten. Bir de mesela ben o kagit havlu tutacaklar1 vardir ya
duvara monte, selpak falan. O mesela benim tasarimim. Cok da satan bir {iriin. Ama
onu tasarladigim zamam diisliniiyorum. Cok farkli yani...kulturel bir tasarim yapmak
cok daha biiyiik bir sorumluluk. Tarihe karst sorumlusunuz orda. Onun igin bence
mutlaka, mesela okullarda da en azindan se¢meli ders olarak bunlar 6grencilere
kazandirilmasi. Mesela sanat tarihi dersi alintyor ama bizim kendi sanat tarihimizi de

ayr1 bir almak lazim belki de yani. Atiyorum yani sadece bir Tiirkiye, Osmanli degil
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ki bu topraklar. Bunun Selguklusu var, beylikler donemi var, Frigler, Urartular...yani
ugsuz bucaksiz. Yani bizim sanat tarihimiz de ayri bir ele alinmali bir donemde falan.
Bilmiyorum birseyler olabilir..ama iste bir sekilde kendi brangimizda gecmise de

sahip ¢ikiyorsun, bir yandan gelecege de birseyler birakiyorsun.
G: Bir koprii oluyorsunuz biryerde.

EC: Aynen 0Oyle..biz mesela katalograr yaptik, her iiriiniin kurusunun ig¢inden
cikiyor. Mesela oraya bir iki sayfa birsey de koyabilirdik ama biz kitap¢ik gibi birsey
yaptik. Biitiin iirlinlerimiz,, kullanilan araglari...alan miisteri 6nce okuyor yani nedir
bu..nedir bu kiiltiir. Ciinkii ¢ok 6nemli, aldig1 seyin ne oldugunu bilmesi lazim.
Hikayesi mi var mesela ne biliym nar aliyor ama neymis hikayesi. Ya da bagak dali
aliyor. Nedir bizdeki bagak dalinin 6nemi. Konseptler cok 6énemli. Biz saniyoruz ki
herkes bizi taniyor ama inan degil...anlattigimiz kadariyla tanintyoruz iilke olarak.
Ulke tanitimi da apayr1 bir konu ama biz kendi alanimizda ne yapabilirz. Iste boyle

birsey yapiyoruz yani.

INTERVIEW WITH AYHAN ENSICi
G: Giines Kocabag

A: Ayhan Ensici

G: Biraz bu sizin Mardin’de yaptiginiz projeden bahseder misiniz 6ncelikle..

A: Mardin de yaptigim proje UNDP kapsaminda bir projeydi. Ordaki yerel
zanaatkarlar1 kapsayan bir projeydi. Ben o donemde orda tasarim uzmani olarak
gorev yaptim. Fena olmadi. Amacimiz da ordaki yerel zanaatkarlara tasarimlarimizi
birakip onlarin iiretilmesini saglamakti. Bir de sanat tarihgizi bir arkadas vardi...o iste
Mardin’in yerel, kiiltiirel degerlerini bulacakti, irdeleyecekti. Ben de onlan {iriine

cevirecektim. Asagi yukari bu oldu zaten
G: Ne kadar siirdii o proje?

A: Toplamda bir y1l gibi bir doneme yayildi ama anlagsmaya gore benim oraya
ayirdigim siire 20-25 is giiniiydii. Ama ben birakmadim meseleyi. Isi bunun disia

cikarttim. Ve hatta soyle de oldu. Normalde benden istenen sey 10 tane tasarimdi.

185



Ama ben ordaki durumu goriince, 2004-2005’te oluyor bunun bdyle olmayacagmi. O
insanlarin Once tasarimi kavramalar gerektigini anladim. Zanaatkarlara, ustalara

worksoplar yaptim.
G: Normalde sizden istenen tasarimi sizin yapip direk...

A: Tabi ben ustalarla muhattap bile olmiycaktim aslinda, zanaatkarlara...sedece
yapildigr giin  nasil yapildigim1  gorecektim. Buydu. Onlarla karsikarsiya
kalmayacaktim ama ben bunu is edindim kendime...normal tasarim
yapmadim...workshopa yoOnelik bagka seyler yaptim. Benden istenen sey 10 tane
kiiltiirel degerleri yansitan iirlinken, onlar1 yapmakla beraber...bir de o insanlarin
daha kolay satabilecegi, daha kolay iiretebilecegi, biraz da giincel {iriinler...ayn1

teknigi, yontemleri kullanarak, ayni yaklagimi kullanarak giincel {iriinler.
G: Telkari

A: Telkari kullanarak...mesela sana nasil érnek vereyim onu...hayvan serisi mesela.
Boyle birsey ¢ok giincel aslinda...biraz da popliler sayilabilir. Ama insanlarin daha
rahat aldiklari...ama bu figiirleri telkariyle yapacaklardi. Benden istenen de,
anlagsmamda tekariyle takilar yapmakti. Bunu yapmamin iki sebebi vardi. Bir tanesi
taki veya bagka yeni bir iiriin verdiginde o insanlara, her ne kadar usta da olsalar ilk
defa tasarimla karsilastiklarinda sey gibi davraniyorlar, ¢irak gibi davraniyorlar. Ve
bunu yapamiyorlar. Cok kétii yapiyorlar. Oyle diisiindiigiin gibi olmuyor yani miithis
bir zanaatkara o iiriinli verdigin zaman ilk asamada kotii yapiyor, zorlaniyor, yapmak
istemiyorlar. Bir de Mardin’dekiler ¢cok tuhaflar da, ¢ok yoreye 6zgii bir karakter
sergiliyorlardi. Cogunlugu uzun zaman ara vermisler, sonradan telkeriye geri
donmiisler. Aslinda cok da isin ustas1 yoktu ben gittigimde. Terk etmisler, istanbul’a
gdemiisler, yetmemis, telkari de para etmemis buralarda. Ki hala etmiyor da, simdi
bu yaz 15 giin 6nce ordaydim. Biraz degistigini gordiim. Orda ¢ok miithis ustalar
yoktu. Midyatl ustalar vardi. Ben de bu nedenle denemeleri i¢in onlara bazi seyler
yaptim. Daha basit seyler yaptim. Bir de sunu yapmak istemiyorlar...bizim burdaki
kobiler gibi davraniyorlar...yani satacagina emin olmadigi, emin olmanin da yolu yok
aslinda, iirlinlii yapmak istemiyor. Kendi alistig1 5-6 tane sey var, motif var model

var...

G: Ama onlar da satmiyor aslinda...
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A: Yani satiyorlar da ona yetecek kadar, cok diisiik karlarda, herkes aym seyi
yaparak...fakat benim c¢ok seyim deyisti zanaate karsi son birka¢ yilda. Zanaatle
tasarimin iligkisini ben eskisi gibi olmayacagimi diigiiniiyorum diinyada da. Yani
zaatkarlar bu isten kar ederlerse, zanaat yapmaya devam edecekler, elleriyle
iiretmeye devam edecekler diye diisiiniiyordum. Simdi 6yle diisiinmiiyorum. Bunu
kimse kabul etmek istemiyor galiba, aslinda ben de istemiyorum. Ama kaginilmaz
son olarak tespitim benim o, kimsenin arttk ben eliyle zanaat {iretecegini
sanmiyorum. Mardin’e mesela ben 15 giin 6nce gittim. Igler acis1. Mardin’de telkari
kalmamis. Ama baksan sokaga herkes telkari yapiyor. Diikkanlar ¢ogalmis. Onlarca

telkari diikkan1 var ama bir tanesi oturup da telkari yapmyor.
G: E ne satiyorlar?

A: Cinden, Beypazari’ndan, kalip isi geliyor, el isi gelmiyor. Herkes kalipla {iretiyor.
Zor is telkariyi yapmak. El sanatlarinin tamamini yapmak ¢ok zor. Biz burda
yaptigimiz teknik gezilerle baya gezdik Anadolu’yu. Gegen sene bir 10 kiisiir kent,
bu sene bir yaklagik 8-9 kent...doguyu gezdik. Bu geziler beni ¢ok kotii etkiledi.
Bence olmayacak bundan sonra. Yani sey olacak, otantiklik kalacak, ama otantiklik
bence el iginde kalmayacak. Mesela seye gittim. Aydar yaylasinda sal {iretiyorlar.
Direk onlar kdy motifleri, karadeniz motifleri...sal iizerinde. Ama mesela dokumaya
bakiyorsun bir tuhaflik var...tuhaflik derken, ben biliyorum el sanatinin nasil birsey
oldugunu, ayirmak ¢ogu zaman ¢ok zordur ama...adam dedi ki Iran’dan geliyor. Ama
dedim bu boyle motifli. Evet dedi, biz siparis veriyoruz, orda yaptirtiyoruz. Cok daha
ucuza geliyor ve yani niye ugrassin ki. Telkari ustalar1 Mardindeki hayatina boyle
baslamis, anasi babasi boyle. Ama simdi napiyor, oturuyor sadece diikkanda. Mal
getiriyor, satiyor. Tiiccar oluyor. Diyor ki yani adam sunu diisiiniiyor...yapsam da
yapmasam da bu mal gidiyor, diikkkan doniiyor. Bir de bizim doguda tabi bir

tembellik egilimi de vardir. Yapmama egilimi...

G: Yani o zaman tasarim ve zanaat agisindan baktigimizda...iste tasarimcilarin

zanaatin diriltilmesi agisindan rolii olabilir mi falan...siz burda biraz negatife...

A: Yok o olacak. Simdi ben sana s0yle sdyliyim, tasarimcinin rolii olacak. El zanaati
kalmayacak diyorum ben. Mesela Mardin’deki bir dernek tasarimlarimi bulmus,
begenmis ve benden yeniden istediler..ben iste raporumu gonderdim onlara falan.
Ama bunu gonil isi olarak yapiyorum, yapicam gondericem, onlar da iiretecekler.

Yani Mardin’deki projeye donersek, onun amaci daralmis olan model sayisini
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arttirarak, gilincel ve yeni modeller yaratarak daha az is gerektiren iiriinler yapmak.
Bu siiregte ama sorunlar yasadik. Mesela ben sana getirecektim aslinda ama evdeki

harddiskimde kaldu...
G: Sonra mail atabilirseniz?

A: Onlar1 atamam ¢iinkii tam olarak bana ait degiller artik o is karsilig1 oraya verdim.
O yiizden onlara da bilgi vermem lazim, ama iste olsa gosterirdim simdi sana. Yani
iste o raporda ben seye baktim, orda iste durum nedir, telkarinin, ustalarin...ustaligin
tanimlar1 nedir, nasil bir egilimleri var...gibi bir durum var. Ama soyle birsey ¢ikiyor
ortaya. Yani sO0yle olmadi is...tasarim sihirli bir degnektir...hakkaten de dyledir...bu
ise bir sey katacak tek sey de budur. Ama ben bunu yaptim tasarladim, bu da bunu

boyle yapsin, olmuyor.
G: Ordaki insanlarda mu istek kalmiyor?

A: Istek kalmiyor, diinyalar1 farkli. Inanmiyorlar. Mesela ben kafamda seye inanmis
bir durumdayim, tasarimin artt degeri ylksek bir rekabet araci olduguna ve bu
devirde iretimde ¢ok daha fazla kar1 daha kisa siirede elde edecegimiz bir arag
oldugunu biliyorum. Ama adam bunu tam algilamiyor. Sunu diyor, benim modele
ihtiyacim var diyor. A diyorsun, harika, ben bunlara vereyim modelleri yapsinlar,
stiper insanlar. Model veriyorsun, istemiyor yapmak, begenmiyor...sonra fark
ediyorsun ki aslinda bu adam ¢ok dikkatlice buna gecis yapabiliyor. Yani sen hemen
verince yapmiyor. Onun farkli diye algiladigi sey nedri, onu Ogrenmek
lazim...yapabilir mi yapamaz mi, kendince kar eder mi etmez mi...Ne kadar is giicii
harcayacak, zorlanacak m? Mesela kesinlikle zorlanacagi iiriinii yapmak istemiyor.
Ben mesela iki ustaya valilik zoruyla {iriinlerimi verdim ki yapsinlar diye. Yapmiyor,
caligmiyor. Adamla toplanti yaptim, size model vericez fliretin diye, adam

umursamiyor.
G: Bu biraz da tasarimin ne oldugundan habersiz olmalarindan aslinda...

A: Tabi ki. Mesela sonra 6grendigime gore o bana dirayet eden ustalar benim
tasarimlarimin bazi pargalarini almig, kullanmiglar. Tamamini degil ama. Dolayisiyla
o zaman ben kendimce bir siire¢ yarattim. Dedim ki, bu is bdyle olmaz, yani bunlarin
buna bir aligmasi lazim. Yani adam tasarimci olmayacaksa bile tasarima aligmasi
lazim. Hafif tasarim yapmis olmasi veya tasarimin ne oldugunu algilayacagi

hareketlerde bulunmus olmasi gerekiyor diye diigiiniiyorum. Ciinkii aksi takdirde
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olmuyor, ordaki duvar1 gecemiyorsun. Ben de o yiizden ordaki sakarlar derneginde
bir workshop yaptim. Onlara kendimce telkari siirecini belli parcalara ayirdim.
Sakatlar dernegi olmasinin sebebi de...yani ben orda gittigimde heryeri dolastim,
biitiin atolyeleri, ustalari...yok istemediler, ilgilenmediler. En sonda birgiin dyle
oniinde gegerken neresi oldugunu da bilmeden girdim sakatlar dernegine, baktim
geng insanlar, isteklilier, bu tiir seyler yapiyorlar. E o yiizden onlarla ¢alistim, biitiin

o workshoplar1 onlarla yaptim.
G: Ha normal ustalarla yapmadiniz yani...

A: Ustalarla daha sonra yaptim. Simdi onu da anlaticam. Ben sonugta dedim ki, ben
bunu sakatlar dernegiyle yapmak istiyorum, ciinkii bunlar daha etkin. Obiirlerine
ugrasmaktansa burda en azindan hizlica bir uygulama yaparim. Ama aslinda orda da
zorlandim. Orda simdi bir giilay haim vardi. Gegen gittigimde onunla da goriistiim.
Sey dedi bana...bize ne kadar giizel seyler yaptirmigsiniz. Ben o zaman iistiine ¢ok
cidiyetle egilmemistim. Ciinkii onlarda da aslinda aymi zihniyet vardi...kim bu adam
simdi nerden ¢ikti. Biz burda tespih yapiyoruz, bu bize kus sekli gosteriyor, falan
gibi. Ama simdi 4 yi1l sonra bize o tip seyler gondersenize diyor. Anlatabiliyor
muyum..Neyse yani bu is i¢in ey uygun yer sakatlar dernegidir diye karar verdim.
Bir de sakatlar dernegi...Avrupa Birligi’'nden proje alma imkanlar1 ¢ok oluyor. Bizim
kullandigimiz ¢alistayin aynisint kullanarak Avrupa birligine bagvurmuslar. Para
¢ikmis. Sonra tekrardan, ben o zaman askerdeydim hem de yurt disindaydim...o
donemde de Humanur gitti iste. O da bir sekilde benim gibi ¢alismis. Neyse yani
ustalar dedigim gibi yapmiyorlar. Halk egitim falan var ama bagindaki adam ¢ok sey
degil...Midyatta insanlar var, onlar da ¢ok ilgilenmiyorlar. Yapiyorlar birseyler ve
cok da yeni birseye ihtiyaglari oldugunu da diisiinmiiyorlar. Sadece geleneksel
formlar. Ayni desenler. O zaman gittigimde 15-20 diikkanin her birinde ayni iiriinler.
Ayni ¢anta aynmi sekerlik...hatta iizrindeki bezemeler, motifler bile degismiyor.
Oyleydi...dolayisiyla aslinda o UNDP projesinin gelistirilmesinin sebebi de bu. Yani
bunlar hep ayni seyi yapiyorlar, satislarinin kar marj1 da ¢ok diisiik. Kar marjinin
yiikselmesi i¢in yeni iriinler yapmalarn gerekiyor. Yeni {iriinler i¢cin de tasarima
ihtiyaglar1 var. Bunlar tasarimi alabilirlerse gelisir bu mesele. Regete buydu. Regete
¢ok dogruydu aslinda. Ben buna inanarak gittim ama oraya gittigimde gordiigiim sey
bunun aslinda o kadar kolay olmadigi. Yani dyle tasarladim, ¢izdim verdim degil.

Egitim gerektiriyor. Modelleri enjekte etmek icin bir siirece ihtiyag¢ var. Onu gordiim.
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Baska tiirlii yapmiyor adamlar. O tasarimin bagarili olmasi isteniliyorsa, artik buna
kim enerji harcayacak bilmiyorum. Ister tasarimci, ister bir egitim kurumu, ister
valilik, birilerinin onu enjekte ederlerken bir yol segcmek zorundalar. Bir kere mesela
sunu yapmak zorundasin. Ustalarin neyi ne kadar iiretebilecegini, neyi sicak
karsiladigini  bilecek kadar...yani bunu gecen giin de konusuyorduk burda
tasarimcilar firmalara birsey tasarlarken pazarlamaci olarak da konusmak zorundalar
diye. Aym1 zamanda orda da ustalara birsey iirettirirken o ustalarla iireticilerle
tasarimcinin ayrica pazarlamaci olarak da konusmasi gerekiyor. Bu pazarlama
meselesi sadece tasarimcinin kendi i¢inden gecen iiriin seklinde olursa, ve bunu da
oraya tepeden inme birakmaya calisirsa bunun olamayacagini sdylilyorum. Mesele
buydu. O zaman ben oturdum bir metodoloji ¢ikarttim. Dedim ki tamam ben bu
adimlart izledim ama bu isin adimlar1 boyle bdyle olmali. Aksi takdirde o efektif
zanaat tasarim iligkisi ortaya konulamaz. Konulsa bile efektif olmaz. Ben hala
yaptigim projenin yarim kaldiginmi diisliniiyorum. Ama tabi bir daha ilgilenmek i¢in
firsatim olmadi ama yani sonugta artik bugiin zanaat ve tasarimi ele alacaksan eger

bir egitim siirecini ele alman gerekiyor.
G: O ikinci asamada ustalara da workshop yaptirdim demistiniz.

A: Soyle oldu. O son agamada ustalara sunu yaptirdim. Benim bir tane kendi
yaptirdigim tasarimu iki ustaya verdim ve onu iiretmelerini istedim. Ben de oturdum
neyi yaptiklarini gozlemledim. Neyi yapamadiklarini, nerde zorlandiklarimi
gbzlemledim. Bu el sanatim ne kadar zorlayip zorlayamayacagimi oOgrendim.
Ustalarin tabi tepkilerini de goriiyorsun. Bir kere kesinlikle istemiyorlar yapmak.
Sunu farkediyorsun ki adam yapamayacagi i¢in istemiyor oncelikle. Bir tirkeklik var.
Ciinkli o adam papatya dedigin seyi gozi kapali yapiyor atik. O adam artik yani
telkari ustas1 degil de sanki artik papatya ustasit olmus. Onu inanilmaz yapiyor. Ama
yeni modeli 6niine koydugun zaman kaliyor. Veya su oluyor, mesela simdi her el
sanatinda var. Enjeksiyonla iiretim gibi, fabrika {iretimi gibi sabit bir tasarim
koyamazsin kimsenin &niine. illa ki bir esneklik pay1 olmak zorunda. Mesela sunu
diyemiyorsun kimseye...ben tasarimciyim, benim c¢izdigimi tireteceksizn kardesim.

Diyemiyorsun ¢iinkii elinde olmayan seyler var, ¢iinkii el sanati bu bir kere...
G: Zaten avantaji da o degil mi, seri iiretimden farka.

A: Tabi avantaji o, farki o, adamin igsellestirmesi i¢in gereken sey o. Isten kazanmak

icin gereken o. Bunun tabi illa telkari olmasi gerekmiyor. Adam bir tahta sandik da
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iiretiyor olsa, semer de iiretyor olsa...diyemezsiz yani bir semer yapacaksa birebir
benim bu tasarladigimi {iireteceksin diye. Adam zaten 3 giin sonra sikilir o aym

seyden.
G: Ama bir yandan da diyorsunuz ki ayni seyleri tiretmeye takiliyorlar?

A: Hayir yani nasil anlatayim sana...mesela papatyanin icersine bakti§in zaman,
papatya buysa bunun i¢cinde mesela bir tanesinde daha eliptik bir desen var, ébiiriinde
daha yuvarlak bir desen var. Bundan bahsediyoru ben. Ama semer ayni1 semer. Sen
semerin 3 cepli olacagina karar ver, ama cebinin {istlinde varsayalim ki rengi su
olsun, bu olsuna ¢ok fazla karisma. Adama da bir alan birakmak zorundasin. Bir
esneklik pay1 vereceksin. Ama adam senden Once, tasarimcidan Once bir modele
sarilmig. Bizim yikmaya ¢alistigimiz sey o. Adamin sabitlendigi sey daha 6ncesi ama
onde bir de sag1 solu degistiriyor ufak ufak. I¢ini degistiriyor yani, ama model ayni.
Bundan sonra amag ise farkli yone ilerlemesi. O sarildig1 seyi birakmasi...velhasil
ben orda bunu gordiim. Yani o siirecin dikkatlice planlanmasi...her zanaatciya, her
yoreye, her yapilan ise gore iiretim siirecinin ustalarin sosyal yapist diisiiniilerek bu
isin yapilmast gerektigini diisiinliyorum. Kolay degil yani. Ama su climle hala
gecerli...tasarim el sanatlarinin su andaki en biiyiik ihtiyaci. Kesinlikle. Ama mesela
seyi de diisiiniiyorsun mesela bizim turistik yerlerimizde de var bu, diinyada da
var....gidiyorsun bir yere ayni1 biblo. Biitiin istanbul’u dolas ayn1 bibloyu buluyorsun.
Delirmemek isten degil. Yurt disimma gidiyorsun, ayni kasigi, ayni shot bardagni
herkeste buluyorsun. Adam da hakli, diyorki ben burda diikkan agmisim, miisteri
geliyor ve nasil olsa satiyorum ben bunu diyor. Ayn1 mantik degil mi? Diyor ki ben
bundan %25 kazaniyorum, %30 icin niye ugrasayim. Simdi bizim zanaatkarlarimiz
da tiiccarliga gegmisler. Son gittigimde de Midyatta 10 tane falan diikkan vardi. Hig
miisliman yoktu i¢lerinde. Hepsi siiryaniydi. Simdi dikkanlar 15-20 taneye ¢ikmis.
Atolye vardi 5-6 tane. Kapanmis atolyeler. Diikkanlarin herbirinde iiretim vardi. Hig
kalmamus. Uriinlerin ¢ogu Cin, Japon, uzakdogudan geliyor. Beypazari’ndan gelen

bir kisim var o da azalmus.
G: Beypazari’nda da geleneksel mi bu?

A: Beypazari’nda birgok el sanati var. Beypazari’nda, simdi duruyor mu bilmiyorum,
bir kaymakam vardi. Kaymakam oraya yerlestiginde...hatta Urfa’nin Siverek mi ne
kaymakamiydi...onunla beraber iste...karist da heralde ¢ok aydin insanlar ki

heralde...oray1 var ediyorlar. Beypazarini sanki bir otantik yermis gibi, aslinda
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kendisinde olmayan seyleri iiretmeye baslyor. Iste kilim bunlardan bir tanesi.
Telkari bir tanesi. Duyarsin belki Beypazari’nin bir¢ok iinlii seyi vardir. Konaklari
tinlii derler...falan...ama bunlar aslinda 6nceden yoktu. O adam iste bunlar1 enjekte
etti. Belki o adam incelenmeli mesela. Adam sey yapmadi yani, tasarimer getirip iste
siz bunlar1 yaparsaniz para kazanacaksimiz demedi. Okullar kuruldu oraya. Cirak

okullar1 kuruldu. Planl programl yapildi.

G: Acaba bu durumlarda resmi otorite daha mi etkili oluyor bazi seyleri empoze

etmekte?

A: Aslinda yani kimin yaptig1 énemli degil, ikna edilmeleri gerekiyor. Devlet her
zaman giicliidiir boyle seylerde. Dayatim giicii vardir devletin bilinci vardir. Tabi
bundan baska ne tasarimcinin ne de bir non-profit organization un bu isi yapmasi ¢ok
etkin olmaz devlet gibi. Tabi ki bu devlet dedigin kuruma ¢ikacaktir sonucta. Ama
soylemek istedigim sey, her kim yapacaksa bu isi, hangi kurum yapacaksa yapsin,
ikna edilmeli kisiler. ikna edilmeli ve onlarla beraber gelistirilmeli. Tasarimla
diinyalar kurtulur ama tasarim gidip kapi Oniine birakilir degil. Evet tasarimla
diinyalar kurtulur ama kap1 6niine birakirsan da kimse almiyor. Soylemek istedigim
sey bu. Yani tasarim vermek demek, anlatmak, O6gretmek ve onunla birlikte
gelistirirsen eger tasarim vermis olursun. Aksi halde bitmis birseyi dyle paket gibi
vermek tasarimcinin kendi kendine eglenmesidir bana kalirsa. Tasarimi hakkaten
vermek i¢in, adamin bunu almasini saglaman gerekiyor. Almasini saglamak i¢in de
adamin sosyal durumunu, kendi gelisimini, ticari durumunu, egilimlerini, el sanati
slirecini, liretimini, herseyi diisiinmen lazim. Ve o adamlar1 ikna etmen lazim. Biitiin
halinde alman gerekiyor. Ciinkii adam senin pat diye verdigin seyi niye iiretsin zaten.
Ben de olsam iiretmem gibi geliyor. Adam bundan birsey kazanacak mi? Burda so6z
ettigimiz bir zanaatkar, bir kii¢iik atdlyede hayatin1 yasayan, muhtemelen az egitim
almig, diinya goriisii ona gore sekillenmis bir insandan bahsediyoruz. Niye yapsin ki?
O yiizden yani ben 2004’te gittigimde durum c¢ok daha iyiydi Mardin’de. Simdi
gittigimde hi¢ kalmamis. Mesela o sakatlar derneginde bile...baz1 mallar ¢in, mesela
ben anliyorum ama herkes anlamiyor. Kimse anlamiyor. Egim bile almis bilmeden 1-
2 tane. Hatta sdyle ki aslinda bir de kalipta iiretiyorlar tamam mu telkariyi. Bir sefer
gittigimde, o zaman yeni yeni basliyorlardi kalipla iiretime...hocam dedi su ikisi
arasinda hangisi gercek, hangisi sahte diye bana sordu. Ben ikisine de el yapimi

dedim. Bilemedim. Ben de bilemedim hocam dedi. Adam sey yapmuis...ayn1 hatayi
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kaliba da aktarmis. Simdi elin hatalar1 vardir. Bilirsin el o hatay1 yapar. Her sey
simetrik olmaz, hersey nizami ilerlemez bir kere. O hatalar el sanatini1 gosterir.
Miikemmel degildir. Ama herif kalipta da hata yapmis. Hatali iirliniin kalibin1 yapmis
yani. Dolayisiyla basiyorum yapiyorum yani. Niye oturup ugrassin o Mardin’in
sicaginda. Otekinde ¢ok daha fazla, ok kisa siirede iirteceksin. Modelle ugrasmak
zorunda degilsin. Yani ¢ok karamsar olmamak lazim ama el sanatlar1 diinyada da bir

sey icersinde...
G: Biraz daha sanki boyle elit tiiketime kay1yor gibi.

A: Evet mesela bak bu seyde de vardir. Mesela giderisn bir turist ditkkanina. Adam
sana iki tane mal sunar. Bir tanesine bu antika der, yanindakine de iste benzer seyler
ama bu kalipla iiretildi der. Ama sonra bakarsin ki antika dedigini de kalipla
tretmistir, eskitmistir, antika gibi goziiksiin diye birsiirii numaralar yapmistir falan
filan. Ama adam sana antika bu diyor Fiyatim1 da ona gore sdyliyor. Bu sadece
Tirkler degil, diinyada da ¢ok var. Ama sunu da diisiinliyorsun. Yani bizim o hiilyali,
naif duygularimizla...yani abi el sanati Slityor, yazik, hay allah falan...Ama benim
goriisiim su ki, tiretimde otantikligi bulmak kolay degil artik. Ve be bulmadigim i¢in
de suclamiycam. Su¢layamam ciinkii. Adama 2010 yilinda elinle niye iiretmiyorsun
ulen...demek tuhaf. Malzeme, desen ve tasarim konusunda otantikligi saglamalarini
umut ediyorum. Hakkaten o yoreden c¢ikmasi gerekiyor. Farkli bir el sanati
degerlendirmesi...mesela ben Helsinki’de yaptigim calismayla ilgili bir paper
sunmustum. Mesela orda siireci incelemistim ben ve dedigim gibi yani bana c¢ok
sasirmistim yani...UNDP istedi bu projeyi ve o tasarimlara tescil falan alinacakti

sozde. Ne tescili...kimse istemedi ki...
G: Peki UN nerden bulup gelip bu Mardin’deki olaya el atiyor?

A: O soruyu ¢ok daha global boyutta almak lazim yani. Sadece Mardin’e gelmek
degil. Yani UN sonugta diinyanin barig¢il, iyi niyetli bir kurulugu. Tiim diinyada

bunlar1 yapiyor.
Ara verildi...

A: Bir de bu bahsettiklerimiz tabi genel gidisat ama mesela bir de neydi o
adam...Bodrumlu sandalet¢i. Mesela o adam bir case’dir. Ama adamin hikayesine
baktiginda adam yeni model yapmak istedigi i¢in yapmiyorbiitiin o modelleri. Adam

diyor ki, ben diyor yaptim yaptim, millet geldi aldi burdan diyor. Bir de insanlar
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otantigin pesine diisiiyorlar, otantik deyince aaa ¢ok otantik sandaletler...bi de herkes
Bodrum’a gittigi icin, bir de en liimpen ekip gittigi i¢in...hi¢ el sanatlarinin
varligindan haberdar degillerdi, onlara otantik geldi, aldilar. Adami ben televizyonda
izledim, anlatiyor...ben diyor tek model yapardim, verirdim o giderdi diyor. Sonra
diyor, benim taklitlerimi yaptilar diyor. Iyi ki de yapmuslar diyor. Niye...model
irettim dedi. Yeni modeller yapmak zorunda kaldim dedi. Adam iste bak bambagka
bir motivasyonla...ne tasarimci gelmis, ne mavi jeans gelmis...adam ekonomik olarak
bunu yapmak zorunda kalmis. Farklilasmanin gerekliligini gérmiis. Simdi bu bir case
ve yani bu model saglikli bir modelse belki bunun iizerinden ilerlenebilir. Burda yani
ne oluyor adama tasarimci falan degil, tasarimin kendisi gelmis, tasarim perisi
gelmis. Yani sonugta bence tasarim ¢ok dnemli. Ama insalarin bunu algilamalar
gerekiyor. Ve insanlar hi¢bir zaman su¢layamazsin, yani kimse daha karsiz ve yavag

bir liretim yontemini tercih etmek zounda degil. Bu bir zanaatkar olsa bile.
G: Peki bir de bu made-in Sishane projesi var..

A: Evet...ama o bambaska bir olay. Iste demek istedigim zaten bdyle aradaki farklari
koymak lazim. Sishane bambaska bir yapi. Ordaki iiretim yapisi, sosyal yapi...bazi
seyleri kabul etmeye daha agik olabilir. Aradaki farki koymak lazim. Simdi boyle

diisiindiigiin zaman Sishane’nin ¢ok daha avantajli oldugunu goreceksin.

G: Yani zaten Sishane’den s6z agmam ayni zanaat¢iya tasarimcinin nasil katkida
bulunabilecegi agisindan degil de, tasarimciya katkisi, yani tasarrimci boyle iiretim

bolgelerinden nasil faydalanabilir agisindan...o projenin amaci da o zaten.

A: Simdi aslinda zanaat kavrami deyince ben biraz siirliyorum onu. Yani benim
zanaat anlayisim Sishane’de biter. Daha dogrusu el iiretimi olarak baktigim icin

Sishane’nin bir kismini alir, bir kismin1 almaz.

G: Yani zaten ben biraz da onu anlamaya ¢alisiyorum bu tezde. Yani bugiin insanlar
zanaat diyince neleri bu kavram dahilinde diisiiniiyorlar ve iste farkli goriisler almak
istiyorum o yiizden. Mesela akademik yayimlarda da son déonemde craft’in yeniden

tanimlanmasi ve iste “new craft” adi altinda bazi tartilmalar...

A: Simdi akademik diinyada boyle yeni kavramlar sik sik ¢ikiyor. Bunu bir¢ok bilim
adami dener. Yeni bir kavram 6ne siiriip, onu belli bir kontekste oturtup...ama ¢ogu
zaman bu kavramlar gider. Bazen de tutarlar. Mesele bir reflective practice kavrami

oturdu artik. Dolayisiyla onun gelecegine bakmak lazzim. Ama benim yani zanaat
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kavramini ele alisim dedigim gibi...yani tasarimci etken, zanaatkar edilgen. Yani
zanaatin gelistirilmesi, zanaatkarin gelistirilmesi acisindan anlattim ben sana. Senin

tam olarak...

G: Yok ben zaten interviewler unstructured oldugu i¢in, herkesin kendi bahsetmek
istedigi, kendi alaninda olan konulardan bahsetmesini amagliyorum, miidahale
etmeden. Ciinkii amacim zaten bu konugmalarda giindeme gelen konularin,
yaklagimlarin bir analizini yapmak. Bunlardan bir kavram haritas1 ¢ikartmak. Yani
craft kavraminin igini neler dolduruyor bugiin gibi...ama tasarim ag¢isindan bir bakig

acistyla.

A: Anladim. O zaman ben biraz da seye doneyim. Ben zanaatin artik elle
yapilmayacagina, otantikligin artik el yapiminda kalmadigina...artik zanaat dedigimiz
seyl biz otantik bir iirlinle birlestiririz ya zihnimizde...ve otantiklik tretimle ¢ok
ilgilidir, elle lrettigi i¢in ¢ok severiz. Ama gimdi iste ben bunun degisecegini,
insanlarm artik el {iretimi diye arasalar bile zaman igersinde bunun kaybolacagini
sOylityorum. Ben mesela Ogrencilerle Mardin’e gittigimde c¢ocuklara dedim, bakin
burda 3 tane diikkan biliyorum ki elle iiretiyor. Digerlerinin nasil iirettigini ben
bilmiyorum. Elle iiretiyor olabilirler ya da olmayabilirler. Dedigimde herkes o {i¢
diikkane gitmk istedi. Cilinkii amag¢ belli. Ciinkii en otantigini almak istiyorsun.
Otantikligin de seyi su, modeli, deseni, tasarimi, {iretilmesi ve o yorede iiretilmesi,
elle tretilmesi. Ama iste kacanilmaz olarak ben artitk o otantiklik psikolojisi
varya...buna katlanmak zorunda kalacagimizi diisiinliyorum. Alismak zorunda
kalacagiz ¢iinkili gercegi onun kalmayacak artik. Kimse gercegini iiretmeyecek.
Gergegi dedigimiz sey neydi, elle iiretmekti. Obiiriine sahteymis gibi davraniyoruz.
Ama bundan sonra bunu ¢aresizce kabul edeceksin. Hormonlu meyveler gibi. Bir
zamanlar hormonlu meyveler ¢iktiginda aliyorduk, sonra hormonlu meyveleri ayirt
etmeye basladik, almayalim, bu hormonlu demeye basladik. Simdi ayirt edebiliyor
musun? Hayir, hepsini altyorsun. Sonugta hepsi hormonlu. Simdi neye dondiik, ¢cok
nadir 0zel pazarlarda natiirel iirlinler aliyoruz. O da tartigmali tabi onlara giivenip
glivenemeyecegin. Ama yani niye hormonlu iretiliyor bunlar, kolay ¢iinkii, aldig1
verim ¢ok daha yiiksek. Riski az. Obiirii de dyle. Zamandan tasarruf edecek, daha az
yorulacak, daha ¢ok iiretecek belki, siirlimden kazanacak belki..vs. Sonugcta ne olacak
peki, biz biitlin bunlarin hepsini, heryeri kaplayacaklar...ve sonra sen bir tane

duyacaksin. Saraplar da Oyle. Sirince kdyline git. Herkes biitiin diikkanlarda el sarab1
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sattyor. Ama biraz kurcalayinda bakiyorsun fabrikada yapiliyor. Bu simdi otantik mi
degil mi? Otantikligin belli bash seyleri var: O ydredeki malzemeden ¢ikacak, o
yoredeki insanlar yapacaklar, o yorenin alisilagelen yontemiyle yapacaklar...sa bu
iriin otantiktir zaten. Ama simdi sadece mal oraya ait. Fabrikada prosesten
geciriliyor ve geri geliyor. Peki evde yaptiginiz yok mu dedim, bana raf altindan bir
tane ¢ikartti. Ver dedim aldim. Ama adam naapsinki...turizm gelmis Sirince kdyline,
devlet ev tiretimi i¢in 500 litre kota koymus. Zaten koymasa ne dakar iiretebilecek ki.
Adamin diikkani ¢alistyor, evini pansiyon yapmis. Bunlar1 kim isletecek, o isletecek.
O zaman sarab1 kim yapacak, yapamayacak...Bunlarin hepsi otantik diyor, gerisiyle
ugragsmak istemiyor. Hepsi otantikmis gibi davramiyor. Dolayisiyla hangisi daha
otantiktir, hangisi daha yoreseldir, hangisi daha zanaattir...burda evet yani zanaati
tanimlamak lazim o zaman. Mesela yoresellik artik zanaatte yer almayabilir belki.
Higbir 6nemi olmayabilir. Yo6resel motiflerin o tirlinde olmasi da zanaatin bir pargasi
olmayabilir, ola da bilir. Ama benim kontekstimde biitiin pargalarda bu var. Az da

olsa var.

G: Bir de tabi gey olay1 var..pazarlama agisindan, ekonomi agisindan, iste mesela nis
marketler...Aston Lagonda diye bir araba markasi biitiin arabalarini elle iirettigini
sOyliiyor mesela. Aslinda diisiinlince ne gerek var elle bunu iiretmeye, bu kadar
teknoloji, otomotiv sanayi varken diye diigiiniilebilir. Ama insanlar inanilmaz paralar

verip aliyor onu, ¢iinkii standardin diginda birseye sahip olmak istiyor.

A: Evet, evet. Ben de biliyorum Aston Lagonda’y1. Dogru. Ama elle iiretiliyor mu
tiretilmiyor mu acaba... ben de bilirim elle iiretilir diye. Ama zanaat kaliyor mu
acaba...bir tane nis varsa bile elle {iretim icin, zanaat kalmis denilebilir mi acaba?
Kalmasi da beklenebilir mi? Bence beklenemez. O zaman ama biz ne kalmasini
bekleyelim? Bence birseylerin kalmasi lazim yoksa toplumun anlami kalmaz,
kaybolucaz. Birseyin kalmasi lazim ama neyin...ben bu soruya kendimce cevap
verdim. Ben birseye raziyim su anda, ama daha fazlasi olursa kahrolsun bu diinya
diyicem. Neye razi oldum..artik {iretim kalsin..yani zanaatin igersinde yoresel
tiriinlerin, otantik iriinlerin igersinde iiretimin olmasimi beklemiyorum artik. Ne
bekliyorum? Oranin motifleri olmasini bekliyorum, onun kendi degerlerinin, kendi
kiiltiirlintin  karakterinin olmasin1 bekliyorum. Onlar1 aksettirmesini istiyorum
iriinlerde, nasil iretirse iiretsin. Mesela o sali aldim ben, Trabzon isi diye takiyorum.

Iran’da iiretilmis, ama Trabzon’un renkleri motifleri var. Trabzon’un isi gibi. Buna
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raziyim. Yani tasarimin korunmasi aslinda. Bu desen olabilir, renk olabilir, motif
olabilir...gibi birsey. Ama bu yani. O adama sey diyemezsin artik, otur diikkaninda
iiret be adam. Saate 5000 tane iiretmek varken. Bir de mesela bazen su oluyor. Onun
tizerine bambaska bir desen koyuyor. Atiyorum Antep’in bakir bir sekerligi var
mesela. Onun iizerine bambagka bir desen koyuyor. Cok abart1 bir 6rnek vericem,
iizerine Harry Potter koyuyor, kakarak. Gormedim bdyle birsey ama olabilir yani. Ya
da baska bir desen koyuyor. Simdi o zaman is biraz tuhaflagiyor. Adam higbirseye
emek harcamiyor, buna da emek harcamiyor. Bak burda bir tuhaflik var ama. Aslinda
adam kendini gelistiriyor. Otantizm de bdyle birsey degilmidir, yoresel olarak
gelistiriyor adam kendini. Ama su var yani bagka bir kiiltiirden iz tasiyorsa...bu ne

yani..
G: Ama iste degisen sartlar, globallesme...

A: Ama iste o zaman ben ne artyim yani, ben niye tatile gideyim ki, ordan birsey
alayim...ama tabi sdyle de diyebilirsin, o adamin hakki degil mi Harry Potter
seyretmek ve o kiiltiirden etkilenmek? Ciinkii o adamin hayatinda bir Harry Potter

var artik.

G: Evet o zaman yine o anlayisa kayiyor. Onlar otantik insanlar, otursun 6ziinii

korusun, biz burda...

A: Evet tabi ki. Adamin tarafindan baktiginda dyle. Ama miisteri anlaminda...ne
artyim o zaman. O zaman ben Antep’e de gitmiyim, adam da turistik ¢ars1 agmasin
bana. O zaman ben de almazsam beni suglamasin, ben de Harry Potter’1 almiyim seyi
cikiyor isin iginden. Yani o is karmagik bir is. Ben bu ise ¢ok karigtim. Siirekli bir
vicdan azabiyla akil yiiriitme arasinda gidip geliyorum. Ama yani globallesme, kriz
mriz...cok degisti isler. Ama otantik nedir yani.Harry Potter belki otantik
diyebilirsin. Mesela sOyle birsey var. Urfa’daki bir olay, ben inanamadim. Gegen
Urfa’ya gittik biz. Bir tane diikkana geldik. Diikkan eflatun renkte esarplar var. Ama
komple eflatun, baska renk esarp yok. Desenleri falan farkli ama silme eflatun. Ne
bu? Tansu dediler. Tansu asagi, tansu yukari...Urfa’da kent merkezi dahil, kadin
erkek ayni..hepsi eflatun. Yash erkekler falan...posu kalmamis artik. Sastim

kaldim...

G: Yeni modamiymig bu?
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A: Soyleymis. Dedi ki adam, aslinda bu beyazdi. Beyaz dedigi anda goézlimiin Oniine
biitiin o beyaz goriintiiler geldi. Herkes kafasinda beyazla...e dedim nooldu sonra
buna....bu dedi adam, Tansu Ciller bagbakanken buraya geldi. Hepsi beyaz. Demisgler
ki bu kadina biz beyaz vermeyelim, farki olsun. Eflatun yapmuslar. Yapmislar ve
kadina vermisgler. Beyaz kalmamis. Ne diikkanlarda var, ne insanlarda...Bak simdi
fotograflarin1 gostericem sasiracaksin...bak tansu bu. Hepsinde bundan var. Simdi
bunun 5 yillik mazisi var. Biz kirilma noktasia denk geldik, o gecisi gordiik...simdi
zanaat meselesi de boyle. Zanaatin ne oldugunu anlamamiz lazim 6nce. Ben benim

bildigim zanaat1 sana anlattim.

G: Yani bu otantiklik konusu zamanla ilgili biraz aslinda. Yani 50 y1l sonra hi¢ kusku

olmayacak belki o tansularin otantik olduguna..

A: Tabi tabi. Suanda da kusku olamaz ki zaten, tarihten geliyor ve o yorenin insanlar1
kullantyor. Tamamu kullaniyor. Yani soyle halkin %30’u kullansayd:i eger, onu
gormezden gelecektik. Ama %100 kullantyor ve 5 yildir. Diyorum ki biz c¢ok
sanshy1z ki kirilma noktasinda bunu gordiik. Sey gibi brsey bu...insanlarin ilk defa
fes taktigi am1 gormiis gibi hissediyorsun. Yani orda da 6yle bir an var ¢linkii. Belki

500 y1l 6nce ama bir an, ¢ikis ani. Bu da belki dyle birsey olacak.

INTERVIEW WITH MEHMET ERKOK AND SERTAC OZTURK
G: Giines Kocabag

M: Mehmet Erkok

S: Serta¢ Oztiirk

G: Genel olarak biraz aldiginiz egitimden ve yaptiginiz isten bahseder misiniz?...yani

siz endiistriyel tasarim egitimi aldiniz degil mi?

M: Endiistriyel tasarim egitimi aldim evet. Mimar Sinan’da okudum. Orda da giizel
sanatlar fakiiltesinin ayni ¢ati altinda olmasi birsiirii atdlyeyi tanimama firsat verdi.
Daha onceden de maketgilige falan zaten cocuklugumdan beri merakim vardi
da...ama ordaki ortamda seramik atdlyesi, ahsap atolyesi, cam, vitray, heykel...tim
bu atdlyeleri hani kendi studyonuza giderken yolunuzun iizerinde olmasi farkli birsey

tabi. Iste giriyorsun bakiyorsun, ne oluyor, ne bitiyor...

G: Okul dahilinde hepsi...
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M: Tabi tabi aym cati altinda. Soyle sdyliyim..endiistriyel tasarimdansa heykel
okumay1 tercih ederdim belki...clinkii orda hem tasarlayan oluyorsunuz, hem de
tasarladiginiz1 birebir iireten oluyorsunuz. Endiistriyel tasarimda bugiin artik bu bazi

okullarda terk edildi. Atdlye ortami cok da onemsenmiyor ¢ogu zaman.

G: Onu sorucam zaten, yani mezun olan dgrencilerin su anda hani bu zanaat ve

kendileri birseyler yapma agisindan yeterli donanima sahip olarak mi yetisiyorlar?

M: Olmuyorlar...aslinda sunu sdylemem lazim...o zaman biraz daha geriye gideyim
tekrardan. Mezun olduktan sonra ben aslinda c¢ok kisa siire gercek anlamda
endiistriyel tasarimla ugrastim. Biiyiik seri iiretime giren seyler ¢cok fazla yapmadim.
Birka¢ tane yaptim, {iretildiler de. Ama aslinda esas benim maket¢ilik ve
ilistrasyonla oldu, Oyle basladi yani, mimari maketle basladi, sonra iliistrasyonla
devam etti. Sebebi de suydu. iliistrasyonda biraz daha kendi yaraticiligimi ortaya
koyabiliyordum. Ama mimari maket 0yle degil. Tasarlanmis bir projenin sadece ii¢
boyutta ayaga kaldirilmasindan ibaret. Orda modelci olarak pak fazla bir katkin
olmuyor. Birkag sene de, dort, bes sene de iliistrasyonla ugragtim. Sonra, maketcilige
dondiim ama mimari degil, reklam maketgiligine. Cok eglenceli bir siire¢ oldu hala
da devam ediyor..Bunu burdan nereye baglayacagimi unuttum aslinda...geri
doneyim de ondan sonra devam edeyim demistim. E yani, yaptigim isi aslinda tarif

etmis oldum.

G: Tirkiye’de friin tasarimiyla atdlyecilik olaylar1 birbirinden biraz ayrilmis

durumda sanki..
M: Hah..simdi, tabi.

G: Yani hem tasarimimi yapip da hem kendi atdlyesinde iiretim yapan tasarimcilar

var mi1?

M: Simdi suna gelicem, yani ben hani kisisel olarak elimden biraz geliyor, merakim
da var. Ben bir atolye adamiyim, onu bir kere kesinkez sdyleyebilirim. Sketch
yaparken de bir yere kadar eskiz ¢alisiyorum ama ¢ok ¢abuk onu ii¢ boyutlu sketche
doniistiiriiyorum. Simdi ben bdyleyim, ama ben endiistriyel tasarim bdliimiinde bir
egitmen olarak bu c¢ocuklarin birer profesyonel model yapimcist olmalarini
hedeflemiyorum. Ben maketin, agirlikli olarak da ¢aligma maketinin bir sketch gereci
olarak onlar1 tasarimlarinda ne denli farkli bir noktaya gotiirebilecegini yasatmaya

calistyorum.
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G: Peki giinlimiizde 3d modelleme, RP gibi teknolojiler var...
M: Cok giizel seyler..
G: Bunlarin yaninda el maketinin konumu ne oluyor? Artisi nedir el {iretiminin?

M: Simdi demin aslinda ayrimini yaptigim gibi, biz aslinda modelciligi tarif ederken
cok temel, sketch model ve presentasyon modeli olarak ikiye ayirabiliriz.
Presentasyon modeli dendigi zaman simdi tabi bir CNC ya da RP’nin yaptig1 is...yani
presentasyon modelinde gergekten c¢ok etkileyici sonuglar veriyorlar...yani elin
ulasamadig1 presizyonu yakaliyor ¢cogu defa. Aslinda yetkin bir el de bunu yapar,
ama mesela birbirini tekrar eden desenlerde, pargaciklarda falan bir RP’nin
hassasiyeti tabi ki tartisilmaz. Onemli olan...ben her ikisini de kabullenmis bir
insanim. El ¢alismasmin da dnemini biliyorum, bunu artik kavramis vaziyetteyim. O
makinalarin  yapabildigi seylerin de farkindayim. Onemli olan ikisini iyi
harmanlayabilmek. RP’de yapilmis birsey sonucta ham olarak c¢ikiyor. Yani bir
presentasyon modeli olarak her zaman bitmis birsey ¢ikmiyor ondan. Yani bir
yemegi pigirsek bile onun bir de servis edilme sekli var. Yani iste tabaga koyacaksin,
haslanmis havucu dizeceksin falan..o son flizyon Onemli. Mesela bir tekerlegin
baglanacagi bir mil diyelim ki...onu RP’de yaptirmanin higbir esprisi zaten yok. Bir
celik cubuk kullanicaz, iste onu ona takicaz falan. Bir takim hareketli mekanizmalar
elde etmek igin de bir takim konstriiktif malzemeler belki kullanilabilir.Mesela
levhalar belki kullanicam, pleksiglass ya da aluminyum levhalar gibi. Simdi o tarz

malzemeleri kalkip da bir blok malzemden RP’de isletmeyiz, ¢ilinkii...
G: Yani duruma gore hangisi daha...

M: Bu sefer de ekonomik acidan ve zaman agisindan dengesizlesmeye baslar. O
yiizden iyi harmanlayabilmek lazim her iki yontemi de diyorum. Ikisini de etkin
kullanmak...yani basa ¢ikamadigimiz daha organik, daka degisken, daha akiskan
formlarda o nesneyi RP’de yaptirip, kalan kisimlari, iste daha diizlemsel,daha iste
eksensel seyleri falan da eldeki malzemelerle biikiip hazirlamak koymak, sonra da
birlestirmek, boyamak. Boya mesela bir presentasyon modelinin son hamlesidir. Bir
nevi kiyafeti gibi birsey. Tabi ki artik hazir renk olarak olarak da malzemeyi
verebilen RP’ler var. Iste bir iiriiniin {izerinde ayn1 anda farkli renkleri isleyebilen
RP’ler var ve bu gelisecek de. Ama su anda bildigimiz teknolojilerle hala bir son

boyama icin yetkin bir ele ihtiya¢ var. Biitiin bunlar presentasyon modeli icin
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sOyledigim seyler. Biitiin bunlarin {istiinde ve Otesinde, ve tasarimciya gereken
yoniiyle sketch model var. Hem daha 6zgiin formlar bulabilmesi i¢in hem de daha
disiince gelistirme asamasinda...¢iinkii cizerken yakalayamadigimiz seyleri iste
oyarken, bicimlendirirken, aa bi dakka falan deyip...iste malzemeyi saga sola
¢ekistirdiginiz zaman...clinkli o ii¢ boyutlu, yani hatta dort boyutlu, ¢linkii evirip
geviriyoruz da aynmi zamanda, yani zaman da isin i¢ine giriyor. Ve bazi
bilgisayarlarin da bize sundugu seyler bunlar, evirip ¢evirebiliyoruz aslinda ekranda
ama o hala ekranda. Gergek anlamda hemen elimize alamiyoruz. Yani bu anlamda
bir malzemeyle ugrasmak, onu yontmak, bi¢imlendirmek cok birebir bir iligki yani.
Bugiiniin genglerinin pek de aslinda hemen 6ziimseyemedigi birsey, clinkii gitgide

materyal diinyadan uzaklagiyor gengler. Ve ben bunu ¢ok hissediyorum.

G: Yani u¢ boyutlu ortama zaten girmek zorundalar ve onu bir kere yapmaya

basladiktan sonra da malzeme daha c¢ok vakit alan birsey konumuna geliyor.

M: O zorundalik belki de egitimin direttigi birsey, ya da birazda piyasanin direttigi
birsey. Benim soziinii etmek istedigim sey su: yani vakit varken, heniiz piyasanin bu
cetin kosullartyla tamigsmadan Once, zamana karst boyle cilginca yarislara heniiz
girmeden once yaraticiliklarini miimkiin oldugunca kullansinlar, ¢iinkii burda o kadar
da herseyi kisitlamiyoruz yani. Ya da en azindan kisitlamamaya c¢alisiyoruz.
Piyasada olsalar zaten..ama iste maliyet faktorii, buna iste bu kadar para
baglayamay1z der isveren. Ama biz burda onu demiyoruz, yani himm falan diyoruz.
[l1a ki yani tasarladig1 seyin bes milyon adet satmasi gibi bir hedef de koymuyoruz.
Butik seyler de olabilir yani burda yapilan seyler. O anlamda biraz iste zanaat, yani
boyle ince ince smirlar var. Yani yaptigim isi o yilizdem tam tarif edemiyorum. Ne
tam bir endiistriyel tasarimciyim, ne tam bir zanaatkarim. Ben kendimi bir butik¢i

olarak tanimliyorum.

G: Peki bir de sunu sorucam, mesela yeni mezun 6grenciler, geng tasarimcilar boyle
butik tasarim yapmak, bir atélye ortaminda mezun olduktan sonra da ugragmak
isteseler, Tirkiye ortaminda var mi bdyle insanlar...kendi atdlyesini agmadigi

stirece...

M: Yapiyorlar. Kendi atlyesini kuranlar var. Mesela iki sene dnce Ayga mezun
oldu. Zaten mezun olmadan Once sinyalini vermisti. Hocam ben yolumu biraz ¢izdim

dedi. Taki yapicam dedi. Ve simdi iste yaptigini internette satisa koyuyor mesela.
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Satiyor satmiyor onu bilemem?. Simdi Serta¢ Bey de zanaatkat mesela. O da takiyla

ugrastyor. Demir ¢ubuklar1 dévilyor meselai glimiis kapliyor.
G: Siz nerde calistyorsunuz?
S: Birlikte galisiyoruz.

M: Atdlyemiz var. Onun kendi mimarlik biirosu var. Mesela ikimiz de birden fazla
cesit isle ugrastyoruz, ve bunu da bir zenginlik olarak kabul ediyoruz. O yiizden her
hafta buraya derse gelmeden Once deli danalar gibi doniip duruyoruz...iste ne
yaptiralim, nasil 6zgiin birsey...bagska ugrasi alanlarindan bir takim aktarmalar,
yapistirmalar yapmaya ugrasiyoruz. Ve bundan da zevk aliyoruz. Biz bilmez miyiz
iste her sene belli bir programimiz olsun, anlatalim iste bu hafta su, gegen senekiyle
aynt...ama onu yapmiyoruz. Mesela, ilk defa simdi deneyimliyoruz, kalemi oy
mesela, tahta bir kalem aldirdik. Onu oyun, bicin dedik mesela. Bir de ikiye boliin,
birbirine gegmesi olsun dedik mesela. lyisiyle kétiisiiyle birseyler ¢ikti ortaya. Biz de
ordan simdi bir ders aldik mesela. Yani biz kendimizi de egitiyoruz aslinda bir
taraftan. Zanaatkarlik derken isi bir toplam olarak aliyoruz. Egitime kendimizi de

katryoruz. Oyle degil mi?

S: Kesinlikle

M: Ve tabi bu yaptigimiz sey ashinda kitaplasacak. Oyle bir hedef koyduk kenimize.
G: Nasil bir kitap?

M: iki tane. Bir tanesi, daha okula ilk giren &grencilerin eline bir workshop
handbook vermeye niyetimiz var. Orda herseyi Ozet olarak anlatan...iste atolye

kurallari, su makine sdyle caligir falan...
S: Giivenlik kurallari.

M: Yani giivenlik kurallarindan baglayarak ve sonrasinda da belli yontemlerden de
Ozet Ozet bahsetmeyi diislinliyoruz. Ama onun Otesinde bir ders kitabi, yani

modelcilik iizerine, kapsamli bir ders kitab1 ortaya koymay1 da ciddi diistiniiyoruz.

S: Bu sekilde elle iiretim yaparken hangi malzeme ne sekilde islenir, bir sonuca nasil

ulagilir gibi boyle belli bash yontemleri...
G: Cok eksik bir alan1 doldurur. Giizel olur...

M: Umarim, evet.
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G: Bir de sey sorucam, sonucta kendi atdlyesini herkes acamiyor ve bu yaptirilan
projelerde oOgrencilerin disaridaki zanaatgilerle iletisiminin kurulmasi...mezun
olduktan sonra, attyorum, en azindan bir prototip yaptirmak istiyorsam kime gidip ne

yaptiracagimi, nasil yaptiracagimu...o bilgiye sahip oluyorlar mi, olmalilar m1?

M: Tabi olmalilar. Tam olamiyorlar...yani ben bu atélye dersinde...yani aslinda o da
kisith bir imkan...bir siirii malzeme var, birsiirii yontem var, ama hangi birini
yaptiracagimizi dogrusu se¢cmek zorunda kaliyoruz. Ama mesela ilk Ggrettigimiz
seylerden bir tanesi zanaatkar1 da birakin...civataci...mesela gittigi zaman civataciya
civataya vida demesin, havsa basinin ne oldugunu bilsin...yani onu o bilingle sorsun.
Marangoza gittigi zaman derdini iyi anlatabilsin, ve ilk defa G&yle bir atolyeyle
karsilastyormus gibi gitmesin. Iste sen bunu hizarda kes dedigi zaman o atdlyede
aslinda bir hizar olmadiginin farkinda olsun. Yapmak zorunda degil...ama onun ne
oldugunu, nasil islendigini...bir malzemeyi tarif ediyorsa onun gercekten o eldeki
aletlerle, o marangoz atdlyesinde yapilabileceginin bilincinde olsun ki, marangozda
orda ¢uvallamasin. Bunun eksikligi varsa eger, eger yeni mezun bir Ogrenciden
bahsediyorsak veya o is hayatina yeni atilmig bir kisiden bahsediyorsak...sey
olmamali...o ustanin karsisinda malup olmamali, yani usta sunu hissederse, yani bu
adam zaten hicbirsey bilmiyor’u kesfettigi anda zaten parmaginda oynatir. Bunun
sonucu da sudur. Aslinda tasarimecinin zihninde canlandirmak istedigi sonugta yavan
bir {iriine doniisme tehlikesi var. Ciinkii usta diyor ki, bunu ben bdyle kesebilirim,
baska tiirlii kesemem diyor. Onun da bir takim seyleri var tabi, daralmis kaliplar1 var.
O da onun digina ¢ikamiyor. Simdi tasarimei ¢ok agik...diyelim, isin baginda, usta da
¢ok kapali. Ama usta aslinda bir resmi gordiigii zaman, bir masa resmi mesela...onu
birebir yapabiliyor. O da ilging bir durum tabi...Ben mesela bunu birka¢ defa yapmak
zorunda kaldim. Ustaya anlattim...bak hani surdan sdyle falan...olmuyor bir tiirlii. Bir
dakka dedim bunun iizerine...ben kendim kestim, bictim, iste gecmeli falan...haaa
dedi o zaman. Simdi o noktalarda, o kritik noktalarda, bir an i¢in ele alabiliyorsa
tasarimci...yani kisa bir siire i¢in zanaatci olabiliyorsa, o zaman derdini de karsi
tarafa anlatmig oluyor iste. En iyisi aslinda kendisinin bir prototipi yapip, iste bunu

yapacaksin demesi. Bunu da soyle sdyle yapacaksin demesi...

G: Ama iste is giicli 6zellesirken, tasarimci biraz daha kavramsal yaratici ve iste
iiretici ayr1 bir yerde olunca, aradaki iletisim ¢ok &nemli hale geliyor. Yani en

azindan o iletisimi kuracak kadar tasarimcinin bir yetkinliginin olmast...
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M: Gayet tabi.

S: O noktada zaten iiretim de, yani genel olarak liretime baktigimizda artik iyice
bilgisayarli iiretimler, bilgisayarli kesimler...en basitinden iste elektrikli el aletleri
degil de bir hizar dedigimiz sey mesela...elimizde bir tahta var ve bunun iizerine
kanal agicaz. Bu kanali elde de acarsin tabi ki, bundan besyiiz sene 6nce bu kanali
elde acarken, simdi onu iki saniyede bir bigakla a¢iyorsun. Yani, orda hani elindeki
tasarimin, elindeki iirliniin hangi parcalarin1 elde yapacagin, hangi parcalarini
bilgisayarda kestirecegini veya cnc’de yaptiracagini bilmemneyi...hani orda o
parcalar1 da o anlamda gérmek Onemli, yani biitiin masay1 cnc’de yaptirabilirsiniz
ama Oyle birsey vardir ki, onun sadece kii¢iik bir noktasi cn¢’liktir. Gerisi tamamem
basit bir liretimdir yani. Dolayisiyla o is hacmindeki iirlinii cnc’de iiretmek igin,
normal ddeyeceginiz paranin ¢ok biiyiik bir mislini cnc tiretim yapildi diye 6demek
zorunda kalirsimiz. Yani bu bilinciniz olmadig1 zaman...bu hem zaman kaybi, aym
zamanda maddi bir kayip...hepsi iist iiste gelmeye bashiyor. Yani dolayisiyla o iiretim
yonteminin...tasarim esnasinda bile tiretim sistemine vakif olunmasi hani bunun seri
iiretiminde ya da seri iiretilmeyecekse bile iiretim noktasinda bir¢ok soru isaretini
ortadan kaldiriyor. ...O noktada zanaat, gercek anlamda zanaat..tamamen el
is¢iligiyle iiretilen birsey, glinlimiizde sadece belli bir kismi elle yapilip, ya da belli
bir agamaya kadar bilgisayarli veya makineyle {iretilip, ondan sonrasinda belki artik

el isciligi yapilan seyler haline geliyor gibi
M: Yani onu da tabi sdyle...
G: Zanaatin tanim1 da degisiyor mu yani bu durumda..

M: E simdi diin bakiyorduk, Hindistan’daki ahsap oymaciligi...simdi burda, yani
zanaat pir zanaat dedigimiz zaman aslinda geleneksel bir durum var. Yani orda

tasarimcinin igin i¢ine girmesi zaten ¢ok beklenmiyor aslinda...

G: Tirkiye’de genelde yaklasim bu, genelde hep geleneksel el sanatlar1 olarak
zanaate...ama hani bu son durumda aslinda zanaatin tanimi da ¢ok genisledi. Yani bu

son teknolojileri kullanmak da ayri bir zanaat belki...

M: Insanlar artik daha az zanaat isi satin aliyor. O yiizden yeni potansiyeller
yaratmak icin, endiistriyel iiretimle zanaati birazcik harmanlamaya c¢aligan goriisler

var.
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S: Yani bu iste daha Avrupa tasarim tarihine baktigimizda, Arts and Crafts,
Werkbund, ondan sonra Bauhaus falan hepsinde 6zellikle de Bauhaus’da artik belli
bir iiretimin, o gilizel tasarimin herkes tarafindan kullanilabilmesini Oneren bir
yaklasim var. Dolayisiyla, giizel bir vazo varsa, o vazo normalde elde iiretiliyorsa,
onu artik hani modern {iretim yontemleriyle, onu iste bin tane yapmak, onbin tane
yapmak ve o vazonun herkes tarafindan kullanilabilir hale gelmesi yaklagimi...bu

tamamen...
M: Ama o siirecteyiz zaten simdi..
G: Peki bu herzaman gercekci olabiliyor mu?

M: Gergekcei oluyor, sikict oluyor. Aslinda elde yapildiginda bir degeri olan birsey,
yani ayn1 sey, birebir aynisi, seri liretimle onda biri fiyatina, ya da yiizde biri fiyatina
satilmaya baslandiginda ilk baslarda giizel evet, herkes ulasabiliyor ona. Bunda bir
sikinti yok, ama bir siire sonra bu sefer insanlar daha kisisel iriinleri aramaya
basliyorlar. Yani bunu isterseniz Tiirkiye’deki geleneksel el sanatlar1 bazina
indirgemeyelim...Alpay Hoca’nin bir 6rnegi vardi, iste bir tane Honda araba almusti,
metalik siyah...cok yeni ¢ikmis bu model. Daha aldiginin haftasinda kendi sitesinin
otoparkinda bir ikincisini gérmiis yaninda...ve morali bozulmus. Cilinkii daha yeni
cikmis bir model. Siyah rengi de tek tiik, Istanbul’da belki bes taneyken...ve hani
bunun ayricaligin1 yasiyorken, bir hafta sonrasinda otoparkta birebir aynisim
gdriiyor. Ve bunlar ¢ogaldiginda bir siire sonra sikic1 olmaya basliyor. Insanlar neden
hani yeni bir renge sicak bakiyor...aa diyor, degisik diyor. O zaman isin igine yavas
yavag kigisellestirme giriyor. Ve benim de zanaatten de daha ¢ok aslinda kendimi

yakin buldugum bir konu.
G: Sizin meshur telefonlariniz var zaten...

M: Customization, yani ben butik¢iyim derken iiriinlerin...custom’un tam Tiirk¢e
karsiligini  bulamiyorum.. kigisellestirme de degil aslinda. Kisisellestirmekle
modifiye etmek arasi birsey. Mesela 6rnek vermem gereken bir {irlin, ve en yakin
buldugum {iriin motorsiklet. Boyle baktigimizda olaya, biraz daha &teki ugtan
bakiyoruz. Yani zanaati biraz endiistriyellestirmek degil de, endiistriyel bir iiriine bir
el dokunusu katmak yani...Orda da ¢iinkii el isin igine giriyor...neden ¢iinkii iste

birtakim el yapimi parcalar...mesela iste ¢ekigle doviilmiis bir benzin tanki veya iste
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elde dikilmis bir selenin derisi. Seyler mesela ¢ok gurur duyuyor...Ferrari’de o

koltugun kumasini diken kadinlar falan...dvd’si var bende..
G: Elde mi dikiliyor?

M: Tabi canim hersey elde yapiliyor. O kadar gurur duyuyorlar ki markalariyla.
Sokaktan gegctigini goriiyor...evet buna benim elim dokundu diyor mesela. O onu
hissediyor. Muhtemelen satin alan kisi de hissediyor. O ylizden o {iriin ayricalikl
birsey, daha uzun Omiirlii birsey, daha aileden bir birey haline falan geliyor yani.
Kiymetli birsey oluyor. O motorsikletin {izerindki iliistrasyonlar, iste efendim alev
desenleri mesela...Amerika’da custom otomobillerinin iizerine pint driping diye bir

sanat var...
G: Nedir 0?

M: Baghi bagina iste boyle ince uzun bir firgayla elle, serbest elle ¢izgilergekiyor
boyle, ama boyle sey gibi, telkari gibi yakut da iste ferforje gibi incecik incecik
cizgiler ¢ekiyor..tamamen serbest elle. Mesela bu tip seyler ¢ok konumuza dahil

edilebilecek seyler...
G: Tabi tabi...yani geleneksel anlamda craft’tan bahsetmiyorum ben zaten...

M: Evet, ¢ilinkii bazen tehlikeli bir sekilde gidip ona takiliyoruz. Her zamanda zaten
geleneksel..yani el sanatlarini bdyle ¢ok radikal bigimlere sokmak...¢iinkil sdyle bir
tehlike var, kitchlesedebiliyor kolayca. Ben bazen...birakalim onlar Oyle
kalsinlar...tabi demiyorum ki iste son ustalar1 yapsin, onlar da 6liip gittiginde onlar
da oOlip gitsin. O da acikh birsey tabi. Gegenlerde bir sOylesi vardi ve dogrusu
tiziildik. Yani iste birsey yaptirnyormus bir ustaya...bulmuslar usta seksen
yaginda...iste simdi yapabildigi kadar yapacak, bakalim sonrasinda ne
yapacagiz....Ama isin {iziicii kismi kendisi kollar1 sivamiyor...neden? ¢linkii egitimini

Oyle almamus ki, yani yeterince atdlye ortamiyla hasir nesir etmemisler 6grenciyi.
G: Bu nedir, bu case’i hatirliyor musunuz?

M: Hatirhiyorum da, burda s6ylemem yakisik almaz. Sonugta o 6nemli degil. Bunun
gibi birsiirii vardir. Yani bence tasarim egitiminin mutlaka...yani ders programinin
mesela yarisi falan atdlyede gecmeli. Birtakim teorik dersler falan olabilir. Ama yani
su anda bizim gercegimizde {iziilerek soyliiyorum ki atélyeye ugrayanlarin sayisi cok

az. Buna hocalar da dahil...
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G: Biraz hani teorik ve pratik her zaman ayri...

M: E tabi..harmanlanmasi lazim. Ciinkii biz jiirilerde, proje derslerinde o kadar ¢ok
kelam ediyoruz ki...o s0yledigimiz sozlerin bir msneti olabilmeli, yani bir anda ¢ok
fena boslukta kalabilirz ¢iinkii. Soyledigimizle yaptigimizin tutarli omasi lazim diger
bir degisle. O konuda da ben kendi adima gerekeni yapiyorum yani. Aslinda
yapiyorum ama yeterince hizli olmadigimi da gene de itiraf edebilirim, yani iste orda
bir tane heykel duruyor. Mayistaki bahar senligi i¢in yapmigtim. Ondan sonra tekrar

bir kinetik heykel yapamadim mesela.
S: Ama yani bunda i¢inde bulundugumuz kosullarin da..

M: E ginlik kosusturmalar tabi...ama gene de yani onu organize edebilmis
olmaliydim, ¢ilinkii zaman ge¢iyor. Neyse simdi en azindan tezgaha birkag parga

y1gdim da en azindan bir potansiyel var.
G: Siz stirekli burda misiniz?

M, S: Yok.

G: Usta yok artik sanirim.

M: Necmi Usta yok...Haftanin belirli glinleri agik...ve bunun da kétii birsey oldugunu

diistinmiiyorum aslinda.
G: Neden?

M: Birsey birazcik daha uzagmizda olursa kiymetini daha iyi biliyorsunuz da ondan.
Her an acik olan bir atdlyeye nolcak istedigim zaman ugrarim nasil olsa deniyor
galiba. Atdlyenin peak saatleri var. O zamanlarda ¢ok kullaniliyor ve ag¢ik da
tutuluyor zaten. ..Tabi ki teknisyen dnemli. Bir degil, su anda burda takriben toplam
250 metrekaremiz var. 250 m2’ye ve kabul edilebilir diizeyde ekipmani olan bir

atolyeye en az ii¢ teknisyen lazim.
G: Peki suan yeni teknisyen alinmamasinin sebebi nedir?

M: Kadro yetersizligi...Kaynak kisitlhiligr...Biitin bunlara ragmen gene de O6zel
iiniversitelerle rahatca rekabet edebilecek durumdayiz. Herseyden énce biz ITU’yuz,
dunyayla yarigiyoruz. Ama tbi yurtdisindaki atdlyeleri de gordiim. Harikalar.

Soylenecek ¢ok sey var tabi ama...

G: Cok tesekkiir ediyoruz.
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M, S: Rica ederiz.

INTERVIEW WITH TUGBA GENCKAN
G: Giines Kocabag

TG: Tugba Gengkan

G: Cam ocagininyapisindan kisaca bahseder misiniz? Nasil kuruldu, neden kuruldu?

TG: Cam Ocagi 2002 yilinda kuruldu. Yilmaz Yal¢inkaya kurucumuz. Kendisi de sik
sik geliyor.

G: Kendisi de cam iizerine ¢alisan birisi mi?

TG: Cam iizerine egitimler almis ama burda cam ocaginda cam iiretmiyor. Ama ¢ok

fazla arastirtyor. Bizler i¢in ¢ok fazla sey 6greniyor.
G: Kendisi egitim almis derken yurtdisinda mu...

TG: Yurtdisinda evet. Simdi cam ocagi soyle bir kurum. Tirkiye’de tek olan bir
kurum. Konsept olarak, yapi olarak, ¢alisma sekli olarak Tiirkiye’de bdyle biryer
yok. Clinkii herseyi icinde barindiriyor. Egitim, iiretim gibi...miize aslinda a¢ik bir
miize de denilebilir. Tamamen miize degil ama sanat¢1 eserleri oldugu i¢in ve her
yerde cam oldugu i¢in bir miize de denilebilir. Yilmaz Bey, kurucumuz, diinyadaki
biitiin cam okullarii geziyor. Ve ¢ok etkileniyor. Cocukluk hayali ¢linkii cam...boyle
bir yer kurmak. Tabi daha kiiciik birseyle baslayip sonra bu hale déniisiiyor. Iste
ordaki mimarlar...yap1 olarak da belki fark etmissinizdir. Tirkiye’den biraz daha

farkli konseptte. Ama amag Tiirkiye’de cami bir sanat dali olarak anlatmak.
G: Vakif olmasi neye bagh?

TG: Vakif olmasi da..onun bir para kaygisi yok Yilmaz Bey’in. Yani amacimiz,
vizyonumuz, misyonumuz bizim..cam sadece tabak, bardak, canak degil, cam bir
sanat dali, cam bir¢ok sekilde sekillendirilip sanat eserleri yapilabilir, amaci bu. Ve
birgcok okuldan etkileniyor. Ve o zaman..99 yili zannediyorum, boyle bir arazi
buluyor. Eski Pasabahge fabrikasinin o zaman yeri. Onun kapandigi donem...tabi
ufak tefek seyleri var ama tamamen degismis bir yer...o sekilde ilk adimlar atiliyor.

Dedigim gibi vakif olmasinin amac1 da tamamen..cami desteklemek,
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takdiri...Tiirkiye’de ¢iinkii cam ¢ok sanat olarak algilanmiyor. Son zamanlarda
boliimler agmaya bagladilar iste cam boliimil Eskisehir’de agildi. E onun diginda hep
seramik, cam olarak geciyor, hep seramik daha agir basiyor. Cam biraz daha geri
planda kaliyor. Sadece vitray olarak biliniyor. Oysa ki sicak cam sadece fabrikasyon
olarak degil, diinyada aslinda sanatsal olarak ¢ok fazla kullaniliyor ama bizde yok. O
yiizden onu insanlara aktarmak icin...egitim agirlikliyiz. Uretim yapiyoruz ama vakif

oldugumuz i¢in, buranin donmesi i¢in gerekli birsey.
G: Uretim yapiyoruz derken disardan mu is altyorsunuz?

TG: Disardan siparisler geliyor. Magazalarda, kisisel seyler de yapiyoruz sicak cam
atolyemizde, kalipla sekillendirme atolyemizde...bir kisi sadece bir tane sey istiyor,
iste bir dogumgiinii hediyesi isteyebilir ya da mesela bir yere bir pano isteyebilir. O
tarz calisamlar da yapiyoruz. Ama tabi ki sayilar hep az oluyor. Dedigim gibi burasi
egitim agirlikli biryer. Uretimler devam ederken bir yandan da egitimler devam
ediyor. Iki giinlik ve iki haftalik atdlyelerimiz var. Iki giinliikler baslangig
seviyesinde. iki haftahiklar uzun dénem. Yurt disindan, yabanci sanatcilari davet
ediyoruz. Geliyorlar, bizimle tekniklerini, bilgilerin paylasiyorlar. Burda sanatci
eserleri dedigimiz kendi yaptiklar1 ¢aligmalar1 birakiyorlar. Destek olmak amagli..biz
de onlar1 hem sergiliyoruz herkesin gérmesi agisindan. Hem de satiyoruz onlari yine

burasinin kendini dondiirebilmesi adina.

G: Ben igerde eski Ogrencilerinizin de bazi iglerini gérdiim. Ama dikkatimi ¢ekti.

Ogrencilerin de cogu yabanci.
TG: Yabanci evet clinkii uluslararasi bir okul.
G: Ama Tirklerden az ilgi mi var bu ise?

TG: Yani Tirklerden ne yazikki ¢ok fazla yok evet..yani var ilgilenen ama
yurtdisinda daha ¢ok biliniyor...¢iinkil sanat ortaminda cam ocagi dediginiz zaman
cam ve seramikle ilgilenenler bizi biliyor. Ama bir tekstilci bilmiyor, ya da bir baska
sanat daliyla ugrasan herkes bilmiyor. Ama yurtdisinda sanatla ilgilenen herkes,
cogunluk diyim cam ocagimi bilir, daha ¢ok tanimiyoruz. Zaten cam okullar1 arasinda
4. Sirada cam ocag1. Amerika’da ¢ok fazla var. Onun disinda Italya’da, Almanya’da,
bircok iilkede bu tarz okullar var. Dedigim gibi amag daha fazla kisiye ulasmak, daha
fazla tanitmak. Bunu yapmaya calisiyoruz. Egitimlerle de hem kendilerini

gelistirebliyorlar. Hobi olarak bakabiliyorlar. Hem de profesyonellesebiliyorlar. Yani
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hobi yapmak isteyenlere de agigiz, profesyonellesip bu isi devam ettirmek isteyenlere

de...

G: Bu ise sizle baslayip, profesyonel hale gelen insanlar var yani..

TG: Evet ¢ok var. Atdlyeler kuruyorlar. Suan birgok insan burdan gegiyor.
G: Kolay m1 peki bir insanin kendi cam atdlyesini kurmas1?

TG: Yani teknige gore degisiyor. Simdi sicak camu goremezsizniz Tiirkiye’de,
sadece fabrika ortamlarinda var. Onun disinda atdlye kurmak c¢ok zor. Zaten bizim
biitiin titkketimimiz enerji giderimizden kaynaklaniyor. Hem cam pahali bir malzeme
hem de enerji ¢cok fazla gidiyor. O yiizden sicak cami kurmalar1t miimkiin degil. Ama
bizim g0yle bir avantajimiz var. Biz burda sadece insanlara gdsterip 2 giin egitim
vermiyoruz. Hem atdlyelerimiz kiralanabiliyor. Hem egitmenlerimiz kiralanabiliyor.
Yani illaki evine ya da baska bir yere cam atdlyesi kurmasina gerek yok.
Napabiliyor, burda egitim aliyor. Istedigi zaman gelip burda calisabiliyor. Her tiirlii
malzemeden, her tiirlii seyden belli bir icret karsiliginda faydalanabiliyor. Ama cam
pahali bir malzeme. Biz de yurtdisindan getiriyoruz camu iste el aletlerini...¢iinkil
Tiirkiye’de olmadig1 icin...yeni yeni, yavas yavas canlantyor. 2002’den beri cam
ocagl bunun savasim veriyor. Tabi ki diise kalka da olabiliyor bu bazen ekonomik
sartlara gore, ama su an i¢in aslinda bir kesime heralde ulastik. Ama tabi ki daha
cami bilmeyen, cami sanat olarak algilamayan, ya da cam ocagin1 duymayan insanlar

var ama hedefimiz tabi ki maksimum diizeyde insana ulagmak.
G: Cam atdlyesi nasil kurulabilir, ondan biraz bahseder misiniz?

TG: Cam teknik teknik, iste boncuk ayri bir teknik, fiizyon eyri bir teknk. Hepsinin
malzemeleri ve kullandiklar1 firinlar, el aletleri hepsi birbirinden farkli. Genelde
ogrencilerimiz boncuk atdlyesi kuruyorlar. Ciinkii daha boyle iste iginin bir kdsesine,
evinin bir kdgesine kurulabilecek birsey. Bir¢ok insanin da burdan ozellikle 2
haftalik egitim almis bircok insan kendi atdlyesini ¢ok rahat kuruyor. Fiizyon biraz
daha iist asama. Mekaninizin biraz daha genis olmasi lazim ama boncuk i¢in o kadar
genis bir mekana gerek yok. Yani 70-70 bir masa ve biraz daha genis, havadar bir

alan yeterli olacaktir.

G: Sizin bu giristeki gibi...
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TG: Evet, aynen. Fiizyon biraz daha ileri asama. Kalipla sekillendirme biraz daha.
Ama sicak cam...0yle bir 6rmek yok. Cok da su an igin olacak birsey degil. Ama

umarim ilerde olacaktir.
G: Peki 6grencileriniz arasinda tasarimcilar oldu mu?

TG: Simdi tasarimcilar var, endiistriyel tasarimcilar, i¢c mimarlar...¢izdikleri,
tasarladiklar1 seyleri bizlerle paylasiyorlar. Bizim tasarimcimiz yok Cam Ocaginda.
Ciinkii dedigim gibi egitim agirlikli oldugumuz i¢in boyle bir departmanimiz yok.
Ama napiyoruz, bize gelen tasarimlar1 hangi teknikle uygulanabilirse, o teknikle
uyguluyoruz. O sekilde calismalar yapiyoruz. Oyle cok fazla drnek var. Ogrenciler
var, projeleri var. Endiistriyel tasarim olsun, i¢ mimarlik olsun. Iste
geliyorlar...istedikleri nasilsa, yapilabilir mi, nasil yapilir...ona gore biz de uygulayip

veriyoruz.
G: Yani size genelde gelip yaptirtyorlar tasarimlarini.

TG: Kendi tasarimlarini evet...genelde insanlar dyle geliyor ya da bizde begendikleri
birseyin devamini istiyorlar. Ama bizde ¢ok tasarim...tabi ki cok dnemli camda. Ama

biz digsarda yapilmis tasarimlari iiretme agsamasini yapiyoruz ..

G: Yani benim asil sormak istedigim Ogrencileriniz arasinda, tasarimci olup da
buraya egitime katilmaya gelen ¢ok insan oluyor mu? Tasarimcilardan ilgi nasil

kurslara?

TG: Yani biraz tasarim...aslina bakarsaniz az. Ciinkii tasarim kismiyla ilgilenen ¢ok
iretime girmek istemiyor belki. Var Oyle insanlar ama g¢ogunlukta demem zor.
Aslinda birbiriyle ¢cok baglantili oldugunu diisiinliyorum ben. Ciinkii eger teknigi
biliyorsaniz neler yapabileceginizi daha iyi kavriycaksimmizdir. Yani o zaman biraz
daha sinirlariniz agilacaktir diye diisiiniiyorum. Ciinkii Oyle tasarimlar geliyor ki,
olmasi miimkiin degil. O zaman tasarim da birsey ifade etmiyor belki de...ya da
sadece tasarim olarak kalryor. Uretilmesi i¢in birazcik teknik bilmem tasarima bakis

acisini biraz genisletecektir diye diisiiniiyorum.
G: Peki bir de okullarla ¢alistiginizdan bahsettiniz...

TG: Okullarla sdyle calistyoruz. Universitelerden stajyerlerimiz oluyor. Ya da sosyal
asistanlarimiz  oluyor egitimlere katilan. Onun disinda kigin haftaici gelen

gruplarimiz oluyor. Cocuklara cami tanitiyoruz, flizyon ¢alismalar yaptiriyoruz. Ya
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da buray1 gezdiriyoruz. Herbir teknigi kendileri gorebiliyorlar. Acik bir iiretim
yeri...boylece camin kullanimini ¢ocukluktan baslayip aktarmak niyetimiz. Ve
onlarin yaraticiliklarini gelistirmek i¢in...¢ok giizel isler ¢ikiyor. Fiizyon tabak ya da
pano yaptirtyoruz. Yani renkli cam pargalar1 veriyoruz ve o 20 cm 20 cm cam
iizerinde nasil uygulayacaklarinin sonuglarin1 gérmelerini istiyoruz. Yani bunu ben
yaptim diyorlar ve hatta o kutulara bunu ben yaptim etiketleri yapistirip, arkasini
isimlerini yazim Oyle gonderiyoruz. Kesinlikle miidahale etmiyoruz. Aileleriyle
geldiklerinde de miidahale ettirmiyoruz. Cilinkii kendi isini yapsin, bunu ben yaptim
demesini istiyoruz. Onlarin yaraticiliklarina katki saglamak, birseyler yaratmalarini,
birseyler tasarlamalarin1 gelistirmek amacli yaptigimiz bir ¢alisma. Ve yetiskinler de
geliyor bazen bu calismalara..hem boncuk hem fiizyon. O kadar enteresan ki,
cocuklarin yaptiklart isler inanilmaz giizel ¢ikiyor...ben Oyle diisiiniiyorum..¢tinkii
giizeli yakalama kaygis1 yok cocugun. igindekini yansitiyor. Ama yetiskinlerde ne
yapacagiz, giizel olmasi lazim kaygisiyla...o islere baktiginizda iste bir sikinti
hissediyorsunuz. Digerindeki o Ozgiirliigii yetiskinlerde géremiyorsunuz. Renkler
olsun, ifade sekilleri olsun...yani baktiginizda iste bu diyorsunuz, icten gelerek

yapilmis bir is.

G: Ne giizel..bir de disardan gelen tasarimlari iiretiyoruz dediniz ya...bu iiretimi kim
yapiyor burda?

TG: Simdi ustalarimiz var. Her atdlyenin kendi ustasi var.

G: Bu ustalar1 siz mi yetistiriyorsunuz.

TG: Biz yetistiriyoruz tabi ki.Yani yetismis ustalar da var bizim yetistirdiklerimiz de
var. Mesela sicak cam ustamiz Pasabahge c¢ikish. Ama boncuk ustamiz burda
yetigmis biri. Yine ayn1 sekilde kalipla sekillendirmedeki arkadagimiz burda yetigmis
biri. Ben seramik mezunuyum. Cam ve seramik mezunuyum. Ama ben de burda
yetistim diyebilirim. Burda yetisiyorum daha dogru olacaktir. Burda yetistiriyoruz

insanlar1. Ogrencilerimiz gelip burda goniillii de ¢alisabiliyorlar.

G: Peki buraya ders vermeye yabanci cam sanatgilar1 da geliyor. Onlarla Tiirk cam

sanatcilar1 arasinda bir fark var mi?

TG: Bir fark degil bircok fark wvar. Ciinkii Tirkiye’de cam sanatgisi

diyebilecegimiz...yani sOyle..bize gelen sanatgilar. Bizim camla ugrasan
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sanatcilarimiz daha ¢ok liretim asamasinda calisiyorlar. Ama egitim verenler ¢ok

azinlikta. Oyle sdyleyebilirim.
G: Yani mesela iki giinliik workshoplar1 verenler genelde...

TG: Kendi ustalarimiz ya da disardan davet ettigimiz bu isle ugrasan sanatgilar. Ama
bunlar tabi ki cok gelisiyor. Bu sevindirici. Ama yerli ve yabanci derseniz..fark
olarak tabi ki onlarin teknikleri c¢ok gelismis ¢iinkii malzemeye c¢ok kolay
ulagabiliyorlar. Secenekleri ¢ok fazla. Biz malzemeye cok zor ulasiyoruz. Ciinkii

yurtdigindan getiriyoruz. Amerika’dan, Almanya’dan...
G: Niye oyle?

TG: Ciinkii yok.

G: Ama yani cam dogal bir malzeme degil mi?

TG: Ama bizde sadece ev esyasi olarak kullaniliyor. Ama mesela renkli camlar var.
Renkli camlar birbiriyle uyumlu fiizyon tekniginde kullanilan renkli camlarin
hicbirini Tiirkiye’de bulamiyorsunuz. Tiirkiye’de sadece diiz cam var ve diiz camdan
gelistirilmis camlar var. Dekoratif camlarin hepsi yurt disindan geliyor. Birbiriyle
uyumlu olmasi gerekiyor, bu ¢ok 6nemli bir nokta. Biz bunlarin hepsini yurt disindan
almak zoundayiz. Oyle olunca da maliyetler artryor. Herseyin fiyat1 yukar1 ¢ikiyor ve
her seye hemen ulasamiyorsunuz. Yani caminiz bitti, 1 ay- 1,5 ay beklemeniz lazim
tekrar bir siparis vermek icin. El aletleri ayni1 sekilde. O kadar ¢ok farkli malzeme var
ki...sonra fuarlar diizenleniyor. Tiirkiye’de boyle bir fuar yok. Bunun gibi bircok
neden var. Yani tabi ki Tiirkiye’de de birgok degerli sanat¢1 var. Cam tasarimcilari

var. Oya Senocak sizin mutlaka...
G: Goriistiim onunla da.

TG: Cam sanatgilar1 da var ama yurtdisindakilerden farkli olarak kullandiklar
teknikler biraz sinirli. Biz onlardan 6grendigimiz teknikleri daha ¢ok uyguluyoruz. E
tabi ki kendi teknigini yaratanlar yok degil bizde de var ama onlarin imkanlar1 bizden
daha cok olgugu i¢in, daha fazla gordiikleri, malzemeye daha fazla ulastiklar: i¢in

tabi ki biraz daha profesyonellesiyorlar diyebiliriz. Biz daha yolun basindayiz.
G: Biraz once izledigimiz hoca...lifleme teknigiydi sanirim.

TG. Evet.
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G: O hakimiyete gelmesi bir insanin 2 haftalik bir workshopla olmuyordur heralde.

TG: E tabi ki olmuyor. Sicak cam ayri birsey. Sicak camda beden giicli de ¢ok
onemli. Tabi ki 2 haftada olmuyor ama...iste bizde gelisemiyor tabi. Sadece buraya
gelmesi gerekiyor. Ama yurt disinda oyle degil, bu sekilde ¢ok fazla yer var, ¢ok
fazla atdlye var. Universitelerde de var. Bizde suan cam bdliimii, sicak camin
yapildig1 tek bir {iniversite var. Anadolu universitesinde suan cam bolimi agildi.
Sicak cam calistyorlar. Iimkanlar1 bu kadar genis olmasa da gayet iyi. Bunu
Ogrenebilecek kadar. Yani tabi ki 2 haftada olacak birsey degil. Ama mesela
boncukta ¢ok iyi seviyelere gelenler var. Yani aslinda bu tamamen bu ise goniil
vermek, lizerinde ¢alismak, tabi ki herseyde oldugu gibi maksimum derecede bilgi

almak ve caligmak...
G: Peki zanaat kavrami, zanaat geleneginin isinizde rolii...

TG: Simdi bu iste zanaat ¢ok Onemli tabi. Bizim ustalarimizi sanatgi diye
nitelendirmiyoruz biz. Zanaatkarlar. Ciinkii sanat¢i olmak i¢in...benim kendi
goriistim...hem {iretip, hem tasarlamak gerekiyor. Yani bu ikisinin ¢ok iyi birbirine
geemis olmasi gerekiyor. Bizim burda ustalarimiz sadece {iretiyorlar. O yiizden
zanaatkarlar. Olan bir bi¢imi tekrarliyorlar. Ama yaptiklar isler modern isler ¢iinkii
gelen tasarimlar1 yapiyorlar. Bu anlamda hani ben sizin konunuzu da bu sekilde
disiiniiyorum. O anlamda aslinda birbiriyle bir biitlin. Tasarimcilik ayr bir

olay...ama bu zanaatla birlestigi zaman sanata doniisiiyor galiba.
G: Benim asil ilgilendigim de zaten ikisi birlestiginde ¢ikacak sonug..

TG: Yani bunlarin ikisi, zanaat ve tasarim birlestiginde ¢ikan sonu¢ bence en
yaraticisi olur. Yani tasarimlar geliyor...insan kendi yapabilse onu ¢ok ¢ok daha iyi.
Ama tabi tasarimcilarin imkani da..bilmiyorum belki birseye yogunlasilabilir. Ciinkii
cok fazla malzeme var pleksiden tutun metale kadar, metalden cam, seramik...yani
akliniza gelebilecek bircok malzeme var. Onlarin tabi hepsini 6grenmeleri miimkiin
mil bilmiyorum. Ama cam agisindan baktigimda...tasarimla birlestigi zaman
miikemmel seyler cikiyor. Iste o zaman sanatci eserleri dedigimiz isler ¢ikiyor.
Dikkat etmigsinizdir iiretimdeki tirlinlerle, sanat eserleri arasinda, burda sergilenen
eserler arasinda ¢ok fazla fark var. Ciinkii yine gosteririm, mesela Davide Salvadore
diye bir sanatgimiz vardi Meksikali. Onun isine baktiginiz zaman o kiiltiirii

goriiyorsunuz. Ve onu kendi elleriyle yapiyor ve kendi tasarliyor. Kendi kiiltiiriini
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ifade ediyor...renklerden anliyorsunuz zaten. Ben ilk bakista hissettim yani o
taraflardan birsey oldugunu. Tabi ki o zaman ¢ok giizel oluyor sonug, ¢ok farkli

oluyor. Dedigim gibi kendi iilkelerinin kiiltiirlerini ister istemez islerine yansitiyorlar.

INTERVIEW WITH ALTUG HAYMANALI
G: Giines Kocabag

AH: Altug Haymanah

G: Ankette zanaat1 tanimlarken bir baska caga, ekonomiye, bireye ait bir olgu olarak
tanimlamigsiniz. Peki giiniimiiz tasariminda, siz de tasarimci olarak ¢aligan bir insan

olarak zanaat kavraminin yeri yok mu, olmamali m1?

AH: Yani ben soyle diisiiniiyorum...neden bir baska caga...0zellikle orda sey
yazmigtim...birey ekonomisi. Ciinkii aslinda zanaat kesinlikle toplulugun ortaya
cikarttigl, topluma ait bir kavram degil bence. Tamamen bireye ait, kisiye ait bir
kavram. Yani bir bireyin el yetenekleri de dahil olmak sartiyla, yeteneklerinin ortaya
cikarttig1 bir olgu zanaat. Aslinda o yiizden de zanaat¢i1 diyoruz zaten. Ama orda bir
kelime oyunu da var. Yani ben eski Tiirk¢e’ye ¢ok hakim degilim ama hani neden

saanatci, neden zanaatci...sanat ve zanaat kavramlari..
G: Evet onlar da zaten biraz ¢eligkili kavramlar..

AH: Evet yani bana dersen ki zanaat nedir, ben sana zanaatin ne oldugunu

anlatabilirim, ama zanaat kelimesinin kokeni nedir dersen kalirim.
G: Peki zanaat nedir?

AH: Iste demin sdyledigim sey. Aslinda zanaat nediri bir anlatmak lazim. Zanaat el
ustaligi, el becerisi tekniklerini kullanarak, onlar1 tabi ki kendi 6zgiin tasarim
fikirleriyle birlestirip...hemen bir 6rnekle agmak gerekirse bir bakir dovme ustasinin
bakir bir siniyi doverken aslinda onun igine igledigi deseni de kendisinin oraya

koymasi.
G: Yaraticilik da var yani zanaate...

AH: Evet tabi. Eger onu alip birebir biryerden kopyaliyorsa, tamam onun da yeri

ayridir, ama ordaki deseni kendi yaptiysa ki eskiler bdyle yapiyordu...demek ki
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sadece bakira form verme yetenegini degil, aslinda orda bir doku, bir desen, bir
geometri aktarma yetenegi de var. Bu da aklim fikrini ne kadar kullandigini
gosteriyor. Dolayisiyla, yaptigi is agisindan sedece el becerisiyle tanimlanamiycak,
cok daha farkli fakiiltelerin biraraya geldigi, hele hele onlarm...yani bu kavramin ¢ok
degerli oldugu 17. 18. Yiizyil diisiiniirsek, daha makina ¢aginin yeni basladigi...o
donemdeki ustalarin kesinlikle sadece el yetenegi degil, bircok yetenegi bir arada

bulundurdugu goriiliir. Dolayisiyla sadece bir el becerisi degil zanaat.

G: Yani bir yerde tasarim da zanaatin i¢ine giren birsey oluyor bu taniminizla, ¢linkii

zanaatgi de birsey tasarliyor, birgey katiyor iirliniine...
AH: Evet.

G: Peki iste endiistri devrimi ve daha sonraki teknolojik gelismeler sonucu artik
giiniimiizde ¢ogunlukla hersey seri iiretim, ve el emegi dedigimiz o bir insanin

bireysel olarak iiretime kattig1 kisim biraz yok oluyor gibi.

AH. Denilebilir, evet denilebilir. Mesela bir tasarimci nasil galistyor...21. ylizyilda
bir tasarimci bir projeye baslarken neler yapiyor. Bunlarin hepsini aslinda alt alta
incelersek ordaki safhalarin hepsini aslinda bir zanaat gibi bir kenara da ayirabiliriz.
Cok yetenekli, ¢ok disiplinli ¢alisan tasarimcilar var, hem miihendis, hem tasarimci
Ozelliklerini tasiyan insanlar var. Sanat¢i ve tasarimci 6zelliklerini tagiyan insanlar
var. Hepsi birbirinden ¢ok farkli seyler yaptyor. Ama yani bir tasarimcinin aklindaki

fikirleri ilk defa kagida doktiigli an aslinda onun zanaati.

G: Yani evet bu durumda zanaatin tanimi da degisiyor sanki...yani 200 yil dnce
bahsettigimiz zanaatle bugilin bahsettigimiz zanaat aym1 sey degil gibi...yani
glinlimiizde teknoloji agisindan da baktigimizda iste 3d teknolojiler, rapid

prototyping falan...hani onlar da sonugta bir el becerisi grektiriyor.

AH: Simdi orda en belirgin farkin ne oldugunu bulmaya calisirsak ve onu
konusursak, 200 yil dnceki zanaat¢inin ortaya ¢ikan iiriinii satarak onunla gegimini
kazanmas1 gibi bir kavram varken, giliniimiizde bir tasarimcinin aslinda fiziksel
olarak hicbirsey iiretmedigini sdyleyebilirsiniz. Yani ortaya ¢ikan iirliin anlaminda,
biitiin fikirleri {iirettigini, ortaya iriinler ciktigini ama hicbirinin satilamadigini,
aslinda tasarimcinin emek ve zamanini para karsiligi sattigin1 goriiyoruz ve ¢ok ciddi
bir fark var. Yani aslinda hicbir tasarimci o agidan baktiginizda zanaat¢r degil. Ama

ben diyorum ki, her tasarimecinin yaptig1 isin icinde bir zanaat yonii, dokusu var.
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G: Peki mesela 50 yil Oncesinin tasarimcilariyla bugiliniin tasarimcilarini
karsilastirirsak biraz daha sanal ortama kaydi tasarim dediginiz gibi tasarimer fikir

iiretiyor ve o malzeme ve birebir liretimden bir nevi kopus s6zkonusu.

AH: Evet mesela sana sOyle bir 6rnek verebilirim.Cok biiyiik bir projede calisan,
Ornegin ugak tasariminda ¢alisan bir tasarimei hayal edelim. Bu bir savas ucagi olsun
ve bu tasarimci da...Mesela dort yil siiren bir aragtirmanin iginde ii¢ yilimi ciddi bir
sekilde sanal ortamda bu ucagin parcalarina veya tasarimlarina etkide bulunarak
gecirmis bir tasarimer aslinda bu ucagi hi¢ gérmiiyor olabilir ve asla binemeyebilir o
ucaga. Miithiis bir emek var ortada. Miithig bir zekanin aktarimi var. Tamam takim
calismasi. Bir¢ok insan var onun gibi onun lizerine ¢alisan ama yani bu seye
benzemiyor...bir bakir atdlyesinde bir par¢a yapip, onu satip, hani orda bir ay
boyunca onu igleyip harika bir parca ortaya ¢ikartip onu satarak ordan gelen parayla
bir sonraki parcaya baslamak gibi degil. Ya da ne bileyim o parcay: iiretip alti ay
rafta satilmasimi bekleyip, sonra gercekten ona ihtiyaci olan birinin denk gelip onu

almasindan ¢ok farkli tasarimecinin yasadigi tecriibe.

G: Sizin mesela tasarimci olarak hic dediginiz oluyor mu...seri iiretim i¢in degil de
kendim i¢in birsey yapsam...mesela yurtdisinda ¢ok var boyle kendi stiidyosu olup da
kendi tasarlayip, kendi iireten, bir nevi iste atdlyede c¢alisan ve daha sonra bu
tiriinlerle fuarlara katilan falan... Tiirkiye’de biraz daha az, biraz daha tasarim ofisleri
disaridan gelen sparigler iizerine seri iiretim c¢alisiyor. Yani tasarimcinin isinden
aldig1 tatmin ag¢isindan da diisiinlince hi¢ diisiindiigiinliz oluyor mu daha bireysel bir

yola girmeyi?

AH: Evet yani bu tabi ki...bir tasarimcinin boyle bir ¢alisma sekline heves etmemesi
¢ok zor ¢linkii aslinda aradan bir¢cok kisiyi ¢ikartmak ve cok giiclii bir irade
istedigine hemfikir olmaliyiz yani basariy1 kovalayan ve durmaksizin calisan bir
sanatg1 iradesi ister, o zamani ve o emegi ayirmak gerekir. Ozgiin seyler yapmak icin
cirpinmak gerekir. Tabi bi yandan da ekonomik olarak ¢okmemek ve ekonomik
olarak siirdiirmek gerekir. Bunlar aslinda ¢ok kolay seyler degil. Ben mesela su anki
gelecege yonelik ekonomik planlarim iginde boyle birsey olamaz. Ama mesela sey
diistiniiyorum...bir endiistri Girlinleri tasarimeist bir cam atdlyesi kuruyor ve iste buna
bir kursa katilarak basliyor, kendinde o yetenegi kesfediyor, miithis seyler ¢ikartiyor
ve sonra da bu ise girisiyor. Ama bunun i¢in galiba endiistriyel tasarimi, {iriin

tasarim1 yapiyorum kavramini bir kenara birakmak gerekir diye diisiiniiyorum.
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Ciinkli birilerine {iriin tasarimi yapmiyor olmaya baslarsiniz. Bambagka seyler
yaparsiniz. Ciinkii eger gercekten bir {irlin tasarimi pesinde kosuyorsaniz endiistriyle
iligkilerinizin devam etmesi gerekir. Ama sizin sordugunuz sey daha cok bir

sanat¢inin izleyecegi bir yol gibi geliyor bana, endiistriyel tasarimcinin degil.

G: Tabi bu tirline gore de degisiyor. Yani mesela bir beyaz esya, esektronik esya
sektoriinde tabi ki bir insanin tek bagma bir iirlinli yapmasit mimkiin degil ama

mesela iste mobilya olur ya da daha giinliik kullanim araglar1 gibi seylerde...

AH: Olabilir tabi, daha gecen giin yelkeni ¢ok seven ve yelken yapan, (ben de sorf
yaptyorum) bir arkadasimla kendi yelkenlimizi yapmak iistiine konustuk, ¢ilinkii ¢ok
giizel yelken yapimimi anlatan kitaplar var...ve daha 6nce de iki tane 6rnek gdrmiis
biri olarak...bir makina miihendisi tanidigimin kendi yelkenlisini yapisina sahit
olmustum. Boyle bir hayal kurmustum kendime, hatta hayali o kadar ileri gotiirdiik
ki artik boyle tekne tiplerini, iiretim tekniklerini falan tartigsmaya basladik, yani bir
anda neredeyse atolyeyi kuruyorduk. Bir giin belki kendi 6zel zevkim ve yani nasil
bir hayat istiyorum, onu kurgulayabilirsem, boyle bir atdlye kurup, yanima da bir

tane arkadas alip veya tek basima bir yelkenli tekne yapabilirim.

G: Bir de yetenegin kullanimi agisindan benzerlikler var demissiniz bir soruya

verdiginiz cevapta.
AH: Evet.
G: Nasil benzerlikler var?

AH: Soyle soyleyebilirim. Mesela demin sey 0rnegini verdim. Yine bakir ustasina
donelim. Simdi siz iiriin olarak bir bakir sini yapiyorsunuzdur, levha malzemeden,
nerdeyse ii¢ boyuta ¢ok az bulagmis, yani bir tepsi, tamamen 2 boyutlu bir obje,
kenarlarinda belki detaylar var ama belki bir yiikselti...ama iki boyutlu bir obje.
Aslinda o kadar da kompleks bir obje degil. Ama ayni bakir ustasinin ¢ok siradist
formlardan olusan, hatta ¢ok zor diyebilecegimiz bir geometriden olusan bir imbigi
veya su testisini veya baska bir seyi yaparken hayal ediyorum...cok ciddi bir yetenek
gerekiyor. Yani gercekten ordaki yetenegi de ben el becerisi olarak goriiyorum.
Napiyor bu usta, ne yapmak istedigine dair diislinceleri var kafasinda ve o
diisiinceleri el becerisini kullanarak iirline doniistiiriiyor. Tasarimc1 peki ne yapiyor
aslinda? ne yapmak istedigine dair hayalleri ve diisiinceleri var, onu bir takim araglar

kullanarak, yani her tasarimcinin kagit kalem kullanabiliyor olmas1 gerekiyor bence.

218



Tasarimeinin taslak cizimler, skegler yapabiliyor olmasi, ondan sonra onlar1 baska
birtakim araclar, destekler kullanarak {iriine doniistiirmesi...aslinda zihin, el ve iiriine
giden o patika, o koordinasyon siireci ¢ok da degismiyor. Cok daha komplekslesiyor
olabilir. Cok daha farkli araglar devreye girmis olabilir...iste ¢eki¢c kullanmiyor,
kalemle mouse kullaniyor, ama sonugta ortaya yine bir iiriin ¢ikiyor. Ve ne bileyim
mesela su anda sey ¢ok meshur... elektrikli Tiirk kahvesi yapan makinalar. Belki
boyle bir makina tasarliyor, belki bakir bir ¢ezve tasarlamiyor bakir ustasi gibi ama
sonugta yani bir zanaat¢inin izledigi yola ben kesinlikle deger veriyorum. Zaten
aslinda bugiin elimizde bulunan araglar1 da ordan gelen tecriibelerle gelistirdigine
gore, ¢ok fazla birsey degismemis diyebiliriz ger¢ekten. Yani nelerin degistigini daha
fazla tartigabiliriz, ama ger¢ekten izlenenen yolun degismedigi cok belirgin..araglar

degismis olabilir ama.

G: Peki bir de tasarim egitimi konusu var. Mesela yeni mezun olan bir tasarimei is

hayatina atildiginda artik daha ¢ok sanal ortamda calistyor...
AH. Kim diyor bunu?
G: Siz boyle diigtinmiiyor musnuz?

AH: Yani genel olarak evet ama yeni mezun bir tasarimci dediginde ¢ok spesifik

birsey...yani siz bitirin dnce sorunuzu...

G: Yani is hayatina girince tasarimcinin rolii daha ¢ok fikir {iretme ve sanal olarak
gorsellestirmeyle kisitlansa bile, bunlar1 iyi yapabilmek icin de sonucta malzeme ve
iiretim {izerinde bir bilgisi, hakimiyeti olmasi gerekmiyor mu? Bu konuda ne
disiiniiyorsunuz? Ve eger gerekiyorsa, Tiirkiye’de tasarim egitimi agisindan...mesela
siz kendi egitiminiz sirasinda bu becerilerin yeterince kazandirildigini diisiintiyor

musunuz?

AH: Kesinlikle kazandirdi. Oncelikle bir kere endiistri tasarimcilari hangi yastan
hangi tecriibeden olursa olsun, hi¢cbir zaman kenara itemeyecekleri, her zaman
hayatta karsilasacaklari, ornegin kullanicinin siirekli elinde dolagsan bir (irlin
tasarliyorsunuz. Bu iirlin piyasaya ¢ikmadan Once tasarim asamasinda maketlerini,
modellerini yapmamis, gérmemis olsaniz ¢ok biiyiikk bir hayalperesetlik pesinde
kosmus olabilirsiniz. Yani onun farkli boyutlardaki ellerle nasil iligkiye girdigini,
formlarin anlatmak istediginiz sekilde olup olmadigimi kesinlikle kontrol etmeniz

gerekiyor. Yani bu bir tasarimcinin her zaman ihtiyaci olan...maket ve model
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yapmaktan asla vazgegemez bir tasarimci. Ama kimisi bunu bilgisayarda
modeller...artik o boyutlar1 kafasinda o kadar yerlestirmistir ki belki de 20.
Mouse’unu tasarliyordur ve bir daha bir maket yapma ihtiyact duymaz, direk cnc’ye
gonderir ve ordan hazir bir prototip yaptirtip, ya da bir prototipe benzer bir ylizey
yaptirtip, orda da yiizeyleri kontrol edebilir. Ama bence yeni mezun Ogrenci arti
parantez i¢inde biitlin tasarimcilar kesinlikle yapriklari {iriiniin tasarim agamasinda

fiziksel mock-up’lar, maketler, modeller yaparak ortaya komali.

G: Peki egitim kurumlarinda bunlar1 yapmak, yaptirtmak i¢in yeterince imkan var

mi1?

AH: Ben Ortadogu Teknik Universitesi mezunuyum. Bizim gayet yeterli bir
atblyemiz vardi ve atolye imkanlar1 dahilinde biitiin seyler bize acikti.
Malzemelerden, ordaki malzemelerden hepsini kullanabiliyorduk. Veya c¢ok siradisi
bir malzemeyle calismay1 planliyorsak, o malzemeyi de disaridan temin edip, yine
kendi imkanlarimizla, atdlyede veya stiidyoda veya evde iiretim yapabiliyorduk.
Yani aslinda bence biitiin okullar bdyle imkanlar veriyordur, atdlyesiz tasarim

bolimii...
G: Atolyeler var tabi de imkanlar okuldan okula degisiyor.

AH: Evet yani tabi bir de okulun ekonomik giiciiyle ilgili birsey bu. Mutlaka tabi
Amerika’da California’daki tasarim okullarindan ¢ok farkli imkanlara sahibiz, tabi

bu bir gercek...tamamen ekonomik kisitliliktan dolay1.

G: Bir de sey olay1 var...eskiden tasarimeci mesela atiyorum ahsap {iriinler tizerine
yogunlasip, o konuda uzmanlasabiliyorken, gliniimiiz tasarimcisinin bircok seye
birden hakim olmas1 gerekiyor. E Oyle olunca da birsey lizerinde uzamanlagmak da
zorlagiyor. O zaman bir yerde is boliimii 6onem kazaniyor. Baz1 yetenekleri artik
tasarimc1 bagkalarina devredip, o insanlarla isbirligi i¢inde calismasi gerekiyor

galiba.

AH: Cok dogru bir teshis. Tiirkiye’de birgok tasarim firmasi birbirinden ¢ok farkli
konularda tasarimlar yapiyorlar. Ve bizde aslinda branslasma, branslasma derken de
meslek grubu iginde belirli bir alana yonelme, mesela iste otomotiv tasarimi, yat
tasarimi, elektronik {irlin tasarimi, mobilya tasarimi...brang olarak bunlar
kastediyorum. Eger spesifik olarak bu alanda calisan bir firmada degilseniz, bir

tasarim girketinde ¢aligiyorsaniz bunlarin hepsiyle birgiin kargilasma sansiniz var ve
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o donanima sahipseniz, bu projeyle karsilastigimiz anda onu kullanabilirsiniz. Ama
bunun tam tersi durumlar da var, drnegin ingiltere’de veya Amerika’da daha okulda
Ogrencinin belli bir bransi se¢ip, o bransa yonelmesi ve o alanda egitim almasi
isteniyor. Ornegin bir giin gastede is ilanlarina bakarken sdyle bir ilanla
karsilagabiliyorsunuz, yedi yil tecriibeli ambalaj tasarimi konusunda uzamanlagmis
bir endiistri tirlinleri tasarimcisi araniyor. Yani 7 yil boyunca ambalaj tasarimi
yapmis, o derece o konuda tecriibeli birini ariyorlar. Dolayisiyla bakis acis1 boyle
oldugunda...bu biraz hayatta karilasacaginiz olasiliklarla ilgili ve iginde
bulundugunuz sartlarla ilgili. Tiirkiye sartlarinda bazi konular hari¢ boyle birsey
sozkonusu degil. Yani insanlarin belli alanlar secip, sadece o alanlarda tasarim yapip,
onu geligtirmeleri...buna deger verilmiyor demek istemiyorum ama bence bu bizim

endiistrimizin gelismisligi ve kapasitesiyle ilgili.
G: Cok mu gelismis?

AH: Hayir tabi ki az gelismis olmas1 veya aslinda gelismekte olmasinin belki de bir
sonucu. 7 yil tecriibeli bir ambalaj tasarimcisinin piyasada miicadele edip basarili
olabilmesi i¢in, ¢ok fazla ambalaj tasarimi yapiyor olmasi lazim, o zaman o

tasarimciya ¢ok fazla ig imkan1 gerekir ambalaj tasarimi konusunda.

G: Bir de tabi bu uzmanlhigin kiymetini bilip hakkini verecek isveren de olmasi

gerekiyor. Ucuza tasarimci galigtirma...

AH: Kesinlikle. O zaten apayri1 bir konu...endiistrideki etik kurallarla ilgili bir
problem. Ureticinin tasarimcinin tecriibesine saygi duymasi, onu desteklemesi...hele
hele bu kendini ispatlamis bir tasarimciya da yapiliyorsa...cok ciddi bir problem

aslinda.
G: Peki sizin kendi ¢alismalarimiza gelirsek...Can Yalman’la ¢alistyorsunuz.
AH: Evet.

G: Nasil igliyor tasarim siireci yani {ireticilerle...yani mesela bir firma geliyor sizden
bir tasarim istiyor, onun i¢in birsey tasarliyorsunuz ve sonra onun iiretim asamasinda

da siz ilgileniyor muzunuz? Gidip iste kim iiretecek, nasil iiretecek falan...

AH: Aslinda bizde...simdi oncelikle seyi sdylemem gerekir, Can Yalman design’in
bir ¢izgisi var ve biz bu ¢izgiyi korumaya ve gelistirmeye calisiyoruz. Bu c¢izgi

derken o ¢izginin iginde aslinda ¢ok farkli nokta var. Yani biitiin o noktalarin bir
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araya gelip de olusturdugu bir cizgiden bahsediyorum. Bir estetik ¢izgiden
bahsetmiyorum. Yani tim boyutlariyla bir sistem. Ve oncelikle biz Can Yalman
design olarak bunu devam ettirebilecegimiz, bu katkiy1 bizden aldiginda basarili
olacagini hissettigimiz firmalarla ¢alismaya 6zen gosteriyoruz. Yine de ¢ok tabi yani
her yerde tonlarca tasarim isinin dolasmadigi bir ortamda, yine de boyle bir
degerlerle ve basarili olacagina inandigimiz bir siireci takip etmeye calisiyoruz.
Dolayisiyla, ¢ok fazla aslinda yeri geldiginde kusura bakmayin, biz sizinle
calisamiyoruz, veya iste su anda eger gercekten o an ¢ok da yogunsak, gerekli

zamani ayiramayacaksak su an miisait degiliz demeyi biliyoruz.
G: Ureticilerle de birebir iliskide oluyor musunuz?

AH: Tabi ki. Kesinlikle. Bircok asama oluyor. Cogu zaman birebir gidip iiretimi

yerinde test etmek yaptigimiz seyler.

G: Bir de bu ankette yaratici diisiince ve el ustaligi adeta zamansiz demissiniz.

Zanaat ve tasarim ag¢isindan bunu biraz ac¢ar misiniz?

AH: Evet aslinda gilinlimiiz tasarimcisinin kullandig1 araclar, bilgiye ulasma
sekli...siz bugiin bir projeye baslarken bir arastirma yapmaniz gerekiyorsa, elinizin
altinda internet yoksa, yani insanlar eskiden kiitiiphanelere gidiyorlarmig, ama simdi
elimizin altindaki internet ¢ok daha biiyiik bir kiitliphane ve siirsiza yakin bilgi var.
Ama elinizin altinda ¢ok kolay ulagabileceginiz ne kadar bilgi olursa olsun, eger
hicbir konsept pesinde kosmuyorsaniz, diisiincelerinizi bu sekilde kanalize
etmiyorsaniz, daha bastan yanlis baslamis proje hicbir yere gitmeyecektir.
Dolayisiyla bilgiye ulasma ve arastirma sekliniz ¢ok farkli olabilir ama yaratici

diisiince ve onu aktarma sekli ayni...yani zanaatte oldugu gibi aslinda.

G: Zanaat tabi biraz da gelenege baglh klasik anlamiyla...iste usta ¢irak iliskisine

dayanan falan...tasarimda bdyle birsey var mi?

AH: Var aslinda, su anda ¢ok canli bir &rnegi bir ofiste yasiyoruz. iki tane stajyer
ogrencimiz var. Birisi NewYork’tan Pratt Universitesin’den birisi de istanbul Teknik
Universite’sinden, ikisi de ¢ok yetenekli. Ve aslinda onlar simdi bizim nasil tasarim
yaptigimizi gézlemliyorlar. Yani Can Yalman’da su anda isleyen siirecin bir pargasi
olarak gozlemliyorlar, bir tasarim ofisi nasil tasarim yapiyor, bunu goézlemleme
sanslar1 var. Ve aslinda benimseyebilirler veya benimsemeyebilirler, ama orda

ogrendikleri seyler mutlaka ilerde kullanmak isteyebilecekleri veya karsilarina
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ciktiginda hatirlayabilecekleri birtakim teknikler, yontemler olabilir. Dolayisiyla
bizimle ¢alisan geng insanlarla, adi konulmamis olsa bile aramizda bir usta ¢irak

iligkisi dogal olarak var.

G: Peki zanaati bir de big¢imsel olarak ele alirsak, tasarimlarinizda hic zanaat
geleneginden ilham aldiginiz oluyor mu, ya da yani illa bire bir formu alip
gelistirmek degil de fikir olarak proje arastirmalarinizda hi¢ o tarafa bakiyor

musunuz?

AH: Bu aslinda projeden projeye ¢ok degisebilecek bir durum. Mesela bir elektrikli
Tiirk kahve cezvesi tasarliyorsak, orda her ne kadar eski bir bakir cezvede olmayacak
kisimlar, pargalar olmasina ragmen, bazen buna retro diyebiliriz, yani ge¢gmisten bir
form arayisi..bazen ge¢misteki formlara bakip ordaki esprileri yakalayip, ve
fonksiyonlari, formu takip eden fonksiyonlar1 yakalayip...zaten bu kadar zamandir
kullanilan birseyse bu demekki bir dogruluk var o formda...mesela bir cezveden tek
elle tutup kahve dokerken cezveden kahvenin nasil akacagina yonelik bulunan o yiv
gibi boliim, kayveyi dokmek icin...onun yeri hicbir zaman degismez. Yani her zaman
orda olacaktir. Bu tip esprileri, detaylari, gecmiste yapilan seylere bakarak yeni

tasarimlara ¢ok daha farkli bir dille aktarabiliyoruz.
G: Daha ¢ok fonksiyonel olarak yani...

AH. Fonksiyonel olarak ama yani formu da kullanabilirsiniz. O formu kullanarak,

ama ona baska bir bakis agis1 katarak tekrardan birsey yaratabilirsiniz.

G: Bi de zanaatin sosyal agidan 6nemi konusu var, yani toplum hayatinda bir iiretim
bigimi olarak, bireyleri {iretime dahil etmenin bir yolu olarak...bu konuda bir

diistinceniz var mi1?

AH: Yani tabi bu konuda ¢ok farkli seyler konusulabilir. Simdi bir faktor olarak
insan sayis1 mesela...yani bugiin bir seramik sanatgisini ya da baska herhangi
zanaatle ugrasan birini diisiiniirsek...cok fazla insan var. Bu ¢ok fazla talep demek.
Piyasaya siiriilen iiriinlerde miithis yiiksek adetler ve i¢inde yasadigimiz sartlardan
dolay1, ekonominin iilkelerin simirlar1 disina ¢ikmis olmasindan dolayi, ¢ok
uzaklardan birgeyi alip getirip baska bir pazarda pazarliyor olmaktan dolay1 gittikce
zanaatten uzaklasan, tam tersi ¢ok yiiksek adette seri iiretime yonelen iiriinler pesinde
kosuyor insanlar, iireticiler, saticilar. Aslinda eger bu boyle gidecekse daha da baska

bir boyuta gegecek, zanaatten daha da uzak bir hal alacak. Ama sdyle de bir olgu var
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sanki, ortada tek tip iirlin ne kadar ¢ok artarsa, ve zaten o arttikca kalitede de belirli
bir diisme yasaniyor....aslinda bu da bir savas, yani ¢ok yiiksek miktarda ¢ok kaliteli
iiriin {ireten ve bunun savasini veren firmalar da var. Tabi bunun bir maliyeti de var.
Ama bu ne kadar bu ¢izgide gidecek olursa, insan sayis1 daha da artacak, daha teknik
irlinler, daha hizli pazarlara sunulan {riinler...zanaat kavramindan daha da
uzaklasacak hersey. Zanaat kavramindan daha da uzaklastik¢a hersey, zanaatgilerin
yaptiklar1 seyler de sanata o kadar yaklasacak ve onlarin degeri de o kadar artacak. O
ylzden mesela bir yere tatile gittiginizde, bazi1 insanlar vardir gittigi yerden bir
turistik, hediyelik bir esya almak isterler. Mesela bir buzdolab1 magneti bunlardan bir
tanesidir. Ama ben bir tasarim olarak mesela bdyle birsey alacaksam bir x yerde
karsima ¢ikan seriiiretim birseyle yetinmem, daha br 6zelligi olan, o yoreye 6zgi
belki de el emegi olan birgey almaya calisirm. Ve birgok insan da aslinda bu
donemde boyle bir yaklagim gostermeye basladi. Yani seri liretim yapan bir hali
iireticisinden hali alirken de, eger o hali iireticisi sizin ona vereceginiz bir deseni,
formu da iiretebiliyorsa, siz kendinize 0zel birsey yaptirkmak icin ona
yaptirtyorsunuz. Yani seri iiretim icinde de insanlara kendilerine 0zgii seyler
alabilecekleri, bir art1 deger katabilecekleri iriinler {iretmeye bagladi bazi firmalar.
Ama Ozetle sey diyebiliriz, yani insan niifusu arttik¢a tasarim daha da derinlesecek,
tasarim derinlestikce aslinda zanaatgilerin yaptiklart seyler daha da degerli hale
gelecek. Bir paradox yani...Gegmiste mesela Fransa’da bir fuarda bir cam {ireticisiyle
tanistik bizim i¢in bir {iriin yapmasi i¢in, bu Can Yalman design’la ilgili birsey degil,
baska bir firmadaydi bu. Orda kristal konusunda ¢ok yetenekli bir ustayla tanistik.
Ve yani kristalle, kristalin bize verdigi sinirlar, hatta o sinirlar1 da zorlayarak herseyi
yapmis, ve yani yeni birsey yapilacaksa da onun yapacagindan emin oldugumuz bir
usta. Ama ustaligina da c¢ok biiyiik saygi var tabi orda. Kendisi de aslinda bunun
farkinda ve biraz da onun verdigi snobluk da var. Ama adam bence bir sanat¢i. Yani
o kadar hakim konuya, o kadar iyi yapiyor. Yani bu sans eseri ordan bir 6rnek oldu
ama Tirkiye’de de vardir mutlaka 6rnekleri. Yani bu bir sanatgiy1, bir zanaatgiyi, bir
tasarimciy1, hepsini birlestiriyor. Boyle insanlar var. Eger siz gercekten belli bir
konuda ¢ok fazla sey iirettiyseniz, ¢ok fazla iiriin iiretiyseniz, tasarim gelistirdiyseniz,
o yillarin getirdigi tecriibeyi, birikimi daha da 1iyi seyler yapmak igin
kullanabilirseniz siz o zaman sadece bir zanaat¢i olmuyorsunuz, aynit zamanda bir

tasarimetl gidip bugiin...tabi bu ¢ok 6zel bir konu yani cam konusu...cam ahsap gibi
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elinizin altinda olan bir fenomen degil...yani alip oturma odanizda igleyebileceginiz
bir parca da degil. Dolayisiyla bu belki biraz 6zel bir 6rnek oldu ama bir tasarimei
olarak siz cam bir {iriin tasarladiginizda, ¢ok siradigi birsey pesinde kosuyorsaniz,
daha tasarlarken bir bilgiye ihtiyaciniz var, yani onu sormaniz gerekiyor, ben boyle

birseyler yapiyorum ama bu nasil gidiyor...yani bu konuyu biraz arastiralim.

G: Evet o da ilging mesela cam ocagiyla da goriistim ben. Gelen 6grencilerin ¢cogu
yurtdisindan geliyor, gelen 6grenciler arsinda da tasarimei olan yok denecek kadar

az.

AH: Aslinda tasarimin kendisi zaten o kadar genis bir kavram ki, hangi tasarimdan
bahsediyoruz. Bence o anlamda bir cam sanati kimsenin tekelinde olmamali ve yani
tasarimcilara da neden oraya gitmiyorsun demek...bu bence yani bir insana neden o
okula gidiyorsun da buna gitmiyorsun demek gibi birsey. Yani tasarimciya da neden
haftasonu sorf yapmaya gidiyorsun, git cam sanatini 6gren de diyemezsiniz.
Ekonomik imkanlarla da ilgili tabi ayrica. Bir de tabi oraya gidip egitim almakla da
bitmiyor bu is. Bunu siirdiirmek gerekir. Aksi taktirde yani ben bu isi sevecek miyim
sevmeyecek miyim diye o kadar parayr kumar masasina yatirmak gibi bu biraz.
Gerisini getirebilecegim birseye mi yatirim yapiyorum. Mesela okuldaysaniz,

Ogrenciyseniz, okul size boyle imkanlar verebiliyor mu, yoksa nerde yapacaksiniz..

G: Evet tabi orda mesela sicak cam yapilan bir firin varmis ve bir insanin bireysel

olarak bunu alip da at6lye kurmasi imkansiz gibi...zaten inanilmaz enerji masraflari.

AH: Evet tabi seramikte de Oyle bir tane firin vardir, sicaktir...zaten belki de o
ylizden seramik sanatcilarimiz endiistriyel iriinler de iretirler. Ciinkii o firinin
calismasi gerekiyor bir sekilde...tamamen seramik sanatiyla ugrasarak ve 6zel sanat

eserleri yaparak o firmi sonsuza kadar yakamayacagina gore...ona benziyor aslinda.

INTERVIEW WITH ASLI KIYAK iNGIN
G: Giines Kocabag

A: Ash Kiyak ingin

G: Baslangi¢ olarak, zanaat kavramindan ne anliyorsunuz? Tanimlar misiniz...
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A: Aslinda ¢ok sey diisiiniilebilir. Bugiin de tekrar zanaat kavrami yorumlanabilir.
Gegmiste daha ¢ok el isine dayanan, birazcik yaraticiligin da oldugu, ama birazcik da
gelenekelligin oldugu, belli bir bilginin gegmisten bugiine aktarildigi, usta cirak

iligkisiyle..bir iiretim yontemi.
G: Bir yontem olarak ele aliyorsunuz..
A: Evet, iiretim tabi ¢ok boyutlu bir {iretim.

G: Peki, bu durumda ge¢misteki zanaat kavramiyla giinlimiizdeki zanaat kavrami
arasinda bir fark oldugunu diisiiniiyor musunuz? Teknoloji zanati 6ldiirdii mii, yoksa

zanaat yeni bir boyut mu kazandi?

A: Bence zanaat sOyle bir boyuttaydi...biliyorsunuz modern iiretim y&ntemleriyle
beraber bagka bir doneme, bagka bir levela atlandi. Ve o noktada bile aslinda, yani o
tir tretimlerde bile, yani endiistriyel {iretimlerde bile aslinda her fabrikanin bir
prototip, bir aslinda zanaat diyebiliriz...ilk o seyin iretildigi bdyle atdlyeler vardir.
Aslinda tasarim ve fikir yine bu zanaatin bir kolu olan o prototip atdlyelerinden
cikar. Aslinda yaraticilik esas orda ortaya ¢ikiyor. Bunu kaybettiginizde birsey ortaya
cikamyor o kadar...yani birebir o iliskiye gecip kafadaki fikri, ¢izimdeki diisiinceyi
iriine doniistirmek, ondan sonra da seri iiretime ge¢mesi gibi bir siire¢ var. Yani
yine var aslinda ¢ok kopmuyor ama, yeri degisiyor, sekli degisiyor. E diger zanaat
hala devam ediyor geleneksel olan, iste kapali ¢arsi olsun, iste ¢esitli yerlerde...cam
olsun, bu tiir konularda hala devam ediyor aslinda. Ama modern anlamda da bence

fabrikalarda prototip atdlyeleriyle de bu bir sekilde devam ettiriliyor.

Bunun disinda mesela diinyada soyle birsey var. Bu biiyiik iiretimin, endiistriyel
iiretimin iste Ingiltere olsun, Amerika, Avrupa olsun, birgok iilkede iiretim iilke
disna ¢ikiyor biliyorsun. Iste uzak dogu vs. Ve tasarimcilar aslinda biiyiik bir
eksiklik duyuyorlar, daha once birka¢ hani goriismede de konustuk...ve kendi
atdlyelerini agmaya basliyorlar, prototip atdlyelerini. Yani orda ilging birsey oluyor.
Tasarimer kendi...artik zanaat denebilir buna, orda baska birsey oluyor, bunu agiyor.
Ve mesela Fransa ‘da bdyle bir...universitenin ismini unuttum, meshur tasarimla
ilgili...ordan bir baglantim vardi. Onlar mesela artik endiistriyel tasarim diye
bakmuyorlar. Uriin tasarimi diye bakiyorlar, ve iiriin tasarimimi artik ¢ok daha farkl
yorumluyorlar. Yani artik dyle biiyiik seri iiretimler degil de, {iriin iiretimi...¢linkii

onlarda da endiistri ¢ok fazla yok...daha hani kendi c¢evresinde iiretebilecegi,
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tasarimcinin yeni prototip ve modelleme teknikleriyle bunu yapabilecegi baska bir

boyuta da kaydi. Yani boyle birkag seviyede verebilirim.
G: Peki Tirkiye’de boyle atolye bazli ¢alismalar yapan tasarimeilar...
A: Var.

G: Atolyelerde gidip is birligi halinde ¢aligmak disinda bir de kendi atdlyesinin

sahibi olup da calisan tasarimcilar var mi?

A: Yani var mesela...onlar tabi daha marka falan gibi...benim bildigim i¢ yapisini ¢ok
fazla aragtirmadim...aa mesela Adnan Serbest’i biliyorsun. Onun bir atdlyesi var
mesela. Derin Design’in atdlyesi var.Firma gibi de diisiiniilebilir ama...daha kii¢iik
tasarimcinin sadece, firm ve marka olmadan yok. Ama Tiirkiye’de belki ¢ok fazla
ihtiyag da yok buna. Oyle ara dlgekte iste Derin Design, Adnan Serbest gibi gruplar
var, ama onun diginda tasarim isini yapanlar atolyelerle ¢alisabiliyor, yani var hala
atOlyelerimiz. Yani bizim c¢ok cesitli bir liretim bolgelerimiz var. Gidip orda
iiretebiliyorsunuz. Ozellikle mimarlar, i¢ mimarlar buna daha yakinlar. Ben mimar
kokenliyim, iste bircok marangoz olsun, demir atdlyesi olsun...yine o anlamda da
aslinda mimarlikta da bu tiir dretim var. Yani orda onlar daha birebir, direk
endiistriyle ¢aligma gibi birseyleri yok, kosullanmigliklar1 yok ve daha az iiretim
zaten biliyorsun mimarlik ve i¢ mimarlikta daha az tiretim ama bu kiigiik atdlyelerle
daha ¢ok ¢aligma var...belki de hani daha hizli ¢alisiyorlar, daha iyi biliyorlar. Boyle
¢ok tasarimci da var, boyle bir kokenden gelip, ama {iriin de tasarlayan var. Bence
Autoban bunlardan biri. Kendi ¢evrelerindeki kiigiik atdlyeleri kullanarak

uluslararasi bir marka yarattilar mesela.

G: Ama bu daha cok, zaten dediginiz gibi, i¢ tasarim belli bir mekan i¢in yapilan,

zaten smirl sayida...

A: Autoban zaten i¢ mimarlik agirlikli ¢aligsan bir firma ama {iriin de tasarliyor ve

paketliyor ve yurtdisinda ¢ok talep goriiyor, yani artik interdisipliner bir durum.

G: Peki o siirecten biraz bahseder misiniz? Bir tasarimci veya i¢c mimarin atdlyeyle

caligma siireci nasil oluyor?

A: Tasarimecilar da calistyor...benim bildigim bircok tasarimei...iste aydinlatma olsun

veya baska birsey...kli¢iik atolyelerle calistyor.

G: O siireg nasil igliyor?
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A: Yani her tasarimci farkli bir yontem kullaniyor olabilir..benim bildiride de
okumussundur zaten hani nasil birbirleriyle iligkileri vs diye...Yani tasarimci
zaten...o ¢alistigl atlyenin bir iiretim tarz1 var, iiretim sekli var. O adamin, ustanin
bir kisiligi var...bunu biliyor. Belki bilmeden once...ilk basta tanmigiyor belki ama
zamanla bunu kavriyor ve ona gore de tasarimlar sekilleniyor. Kafadaki fikri ya da

¢izdigi birseyi gotiirdiiglinde bu atdlyelere, birlikte bunu orda {irtine doniistiiriiyorlar.
G: Atolyenin peki tirtinde bir yonlendirmesi oluyor mu?

A: Tabi tabi..yani onun kendi kabiliyeti, kendi bilgisi...usta diyoruz degil mi..usta
belli birseyi yapa yapa bilen kimse , pratik eli daha o isi liretmeye yonelik. Bazen
belki ¢ok eski bilgiler, tekrar ettigi bilgiler tasarimci onu zorluyor belki daha farkli
birsey yapmaya...usta merakli bir insansa zaten o da kendini zorluyor ve gelistiriyor,
ama ayni zamanda da bu bodyle olmaz boyle yapalim, sdyle yapalim
diyerek....karsilikli aslinda bir beyin firtinasi denebilir. Karsilikli bir konusma
sonrasinda o fikir, ¢izim, tasarim iiriine doniisiiyor. O siire¢ de daha interaktif bir
stire¢, daha sicak bir siire¢, daha sosyal bir siirec...yani karsilikli konusuyorsunuz,
cay iciyorsunuz, sohbet ediyorsunuz, gidip geliyorsunuz. Bazen usta gelmiyor,
morali bozuk falan...hani boyle seyler de olabliyor. Normal bir fabrikada olmayacak
seyler. Igeridesiniz, beraber iiretenler var mesela birlikte, o da birsey alip beraber
iiretebiliyor tasarimct da, birlikte iiretebiliyor tasarimer da merakliysa. Daha yakin
bir iliski oluyor aslinda. Birbirlerini taniyorlar...yani birbirlerini tanidiklari zaman o

ona gore o da ona gore hareket etmeyi de 6grenebiliyorlar...bu bir siire.

G: Yani zaten oturmus bir iliski gibi...ama tasarimcinin da belli bir teknik bilgisinin

olmasi gerekiyor heralde degil mi bu iligkinin, iletisimin saglam olabilmesi i¢in?
A: Simdi ben bilmiyorum aslinda okullarda nasil bir egitim veriliyor...

G: Evet ona gelicem zaten, yani atdlye egitimi ¢cok yeterli olmayabiliyor bazen, ve
yeni mezun bir tasarimci disarda bir atdlyeye gittiginde gerekli miidahaleleri

yapamadigi i¢in kendi tasariminin kontroliinii kaybetmesi gibi bir risk olabilir mi?

A: Ben aslinda tasarimcimin, yeni mezun bile olsa, kiiciik iireticilerle daha biiyiik
sanst oldugunu diisiiniiyorum, yani aklindaki birseyi hayata gecirmek i¢in. Yani
biiylik bir firmada...biz bununla ilgili bir ¢calistay da yapmistik, onun sonuglarini da
daha yayinlayamadik- iiretici tasarimci arayiizii diye...bdyle yeni mezun olanlar da

vardi iste biiylik firmalara calisan, ya da iste daha deneyimli, bildik, tanidik
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tasarimcilar da vardi. Firmanin da bir egitim...yani firma da tasarimciyla nasil
calisacagini bilmiyor biiylik firmalarda boyle birsey var, ve tasarimci bazen de teknik
adam rolunde kalabiliyor. Yani ¢ok istedigi birseyi yapma sansina orda belki hig
sahip olamiyor, ama kiigiik liretimde daha ¢ok sahip. Daha etkileyebiliyor siiregleri,
daha birebir, 6lgek daha birebir yani. Digerinde 6lgek...o kadar hakim olamiyor ya da
iliski ¢cok boyle yakin bir iligki kurulamiyor belki de.

G: Ama kiigiik tiretimde de maddi kaynagi tasarimcinin saglamasi gerekiyor.

A: Tabi...yani biraz girisimci olmas1 gerekiyor. Oyle de birsey var. Risk alacak
tabi..dedigin gibi ¢cok dogru, dyle birsey de olmasi lazim, ama iki ii¢ tane iiretecegi
icin ¢ok boyle asir1 fiyatlar da degil yani...hani bdyle bin tane kaliba gidelim falan
olmuyor. Daha basit sekilde iiretiliyor ve o kadar da maliyetli olmayabiliyor. Yani
bir firmanin onbin adet iiretecegiz gibi bir durumu yok, o iki {i¢ tane prototipini en
azindan {retebiliyor, onu sergiliyor, is gelirse devam ediyor falan...hani bunlarin
seyleri de yakalanabiliyor, sorun degil...ama bence boyle bir sorun yok ...alisacaklar
..Tasarime1 kafasinda ben bunu yaptim, bu bodyle olacak diye bir inat geklinde
olmayacak, anlamaya calisacak. O atdlyeyi kavramasi gerekiyor, nasil liretiliyor, ne
oluyor, ben bu fikri burda bu aletlerle nasil liretebilirim...bunlarin bu teknigi var, ben
bunu nasil gelistirebilirim. Bunlar siirekli tartmasi gerekiyor. Yani hani bdyle
mutlak bir seyle ¢ikabiliyorlar okullardan. Ama onu kirmalar1 gerekiyor bence. Ama
bence kiigiik iiretimde daha sanslar1 var diisiindiiklerini hayata gecirmek i¢in. Yani
tasarimc1 orda yonetici oluyor, tasarimci i¢in ortaya koyucusu, takipgisi ve onun
sonrasinda neyse hani...ama biiyiik firmada 6yle degil. Tasarimci onun kiiciik bir

parcasi...bazen iste entegre olamiyor ya da iste yonlendiremiyor ¢ok fazla.
G: Biraz da made-in-gishane projesinden bahseder misiniz?

A: Bahsedelim tamam. Simdi ben Sishane’de 1998 ve 2002 yillar1 arasinda ¢alistim.
Zaten suanda esimin de ortag1 oldugu bir aile firmasi var, aydinlatma firmasi. Onlar
79°dan beri bu isin igindeler. Once Sishane’deydiler. Magaza 2002’ye kadar falan
orda kald1 ama fabrikay1 daha &nce tasidilar Ikitelli’ye, organize sanayi sitesine. Ama
hani magaza vs kald1 orda. Biz de ordaydik. Ve orda yani sey oldu tabi...yani hem
firmayla hem de ordaki iiretim networkiiyle iliskiye giriyorsunuz...yani bazi seyleri
baska firmalarla, baska atdlyelerle tiretiyorsunuz. Siz baz1 seylerin belli bir parcasini
yaptyorsunuz, onlarla...ve bu bir 6grenme siireci, 6nemli bir siire¢. Ve benim yliksek

lisansim kentler {izerine. Kentlerin iste yapisal sistemi, okunmasi vs iizerine. Ilgimi
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de ¢ekiyordu ve bazi okudugum seylerde iste burda bir kaos var falan. Tezlerde de
bbyle yaziyor, kentle ilgili yapilan tezlerde. Ben bunun bdyle olmadigini diisiindiim.
Orayla ilgili yapilan tezlerde iste burda bir kaos vardir...ama konusuyorlar diyelim
ireticilerle...zor sartlarda, kiiciik mekanlarda ama gitmek istemiyorlar. Yani bunu
ama sorgulamiyorlar. Daha iyi onlara yerler gosteriliyor biliyorsun, ama sehrin
disinda, niye gitmek istemiyorlar? Bunu sorgulamak gerekiyor. Bizde bu ¢ok fazla
yapilmiyor. Hep kafada birsey var..ve bu alanin aslinda- Galata ve ¢evresi de ayni
zamanda burasi- Sishane’nin yani yiiz yillik falan bir aydinlatma ge¢misi var. Ve
yeni vizyonlarda iste burasi turizm merkezi olsun, iste bunlar kaldirilsin, iste cevreye
zarar1...butik otel cafe olsun. Sanki onlar zararli degil, yani onlar da binaya zarar
verebilir ya da gevreye zarar verebilir. Trafik onlar da yaratabilir. Yani hepsi aslinda
devam edebilecek siiregler. Benim inandigim birsey vardi...yani siirdiiriilebilir bir
sistem kurulabilir mi? Yani bunu tamamen burdan alip kaldiralim atalim, yeni birsey
kuralim degil, biz bunu yeni sartlara, yeni giindeme nasil entegre edebiliriz diye, bu

seyle yola ¢iktim. Birazcik da bu atdlyelerin korunmasi, stirdiiriilebilmesi igin...
G: Bu tamamen sizin bireysel bir girisiminiz miydi?

A: Benim, evet. Yani Oncelikle o bildiriyi yaymladim iste. Zaten uzun siiredir
kafamda olan birseydi. Ve arkasindan da, bildiriden sonra da bir sergiyle bunu
giindeme getirmek...Ama bu sergiyi mesela..bazi konustugumuz kisiler
falan...bambagka seyler vardi, yarisma acalim, sey yapalim...bu degil. Yani burda
zaten calisan mimar, tasarimci, sanatci birsiirli insan var. Yani ben zaten birgogunu
taniyorum. Zaten bunlar burayla calisiyorlar ve ¢ok yaratici isler ¢ikariyorlar. Ama

bunlar goriilmiiyor. Hep kafam buna yoruluyordu. Yani bu nasil siirdiiriilebilir...
G: Neden goriilmiiyor?

A: Mimar ve i¢ mimarsa kendi seyinde kullantyor ve bitiyor. Seylerden biri buydu,
bunu gostermekti. Yani onlarin kullandigi mekanlarda bu {irtinleri hani...¢linki
birebir bir liriin oluyor, belki bir daha o {iriin yapilmiyor falan. Bitiyor ve kimse bunu
bilmiyor. Burada iretildigini bilmiyor. Bazilar1 tasarim firmalar, tasarim
diikkanlar...iste nisantasi olsun...cesitli yerlerde, ya da taninmis olanlar da bu iliskiyi
gizliyordu. Bunun bir iki sebebi olabilir. Yani Sishane tabi uzun bir siire kopya,
fason {iiretimle negatif bir imaji var. Herkes ordan ka¢cmaya iiriiniiniin iligkisini
gbstermemeye calistyor. Iste bir atdlyeyle calistyoran o atdlyedeki iiriiniin gizlilik,

iste korunmasi...tabi ki karsilikli anlagiyorsun, o sey yapmiyor ama, baska olabilir,
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yayilma ihtimali var falan gibi. Bir de bu negatif imajla ilgili heralde, bilmiyorum
ama hani insanlar bu sekilde liretimin bir art1 deger oldugunu diisiinmeyip...ki aslinda

yurtdiginda olsa olur...bunu gizliyorlardi.
G: Yani bu tasarimcilarin kendi tercihleri mi?

A: Cogu gizliyor derken yani bunu ortaya koymuyorlar. Yani sen orda sadece son
iirliinli goriiyorsun. Bunun nerden ne sekilde geldigini ¢ogu kisi sorgulamiyor. Ben de
hani bolgenin bu anlamda gelisebilmesi i¢in bu 0zelliginin ortaya c¢ikmasi
gerekiyor...yani bu yaraticilik, yaratict aktorlerle iligkisinin ortaya konmasi gerekiyor
ki bu giiclii yani, ve bu sekilde belki gelecekte bir yer edinme sans1 olabilir diye yola
¢iktim. Ve once dedim var olanlarla bu isi yapalim. Zaten calisanlarla...Boyle bir
ekip de kurduk bu konuda ¢aligmak iizere, ve iste 2006 yilinda tasarim haftasinda
konteynirlarda, fuarmn i¢inde degil ama o yanindaki parkta bdyle bir sergi yaptik ve

en ¢ok ilgi ¢ceken sergi oldu o sene.
G: Herhangi bir sponsor falan var miydi?

A: Vardi ufak tefek sponsorlarimiz vardi. Iste design week konteynirlar konusunda
bize destek oldu. Onun disinda biz iste baski sponsoru gibi, kokteyl sponsoru gibi
boyle ufak tefek sponsorlar bulduk.

G: Ama Turkiye’de boyle zanaate yonelik bir dernek, destekleyici bir organizasyon

yok bildigim kadaryla...

A: Cok fazla yoktu. Bu arada ben Insan Yerlesimleri Dernegi iiyesiyim ama o zaman
bu konular1 anlatiyordum, konusuyordum, Korhan Giimiis var. Yani o da hep bu

konularda yazar. Mesela onun yazilarini da belki gérmiissiindiir.
G: O daha ¢ok ama sehir planlamasiyla ilgileniyor sanirim.

A: Bir ama zanaat iizerine de onun iyi seyleri vardir. Yani benzer diisiincedeydik
acikcasi. Yani onun disinda ¢ok fazla bunu destekleyen bir kurum var mi...ben
acikcast bilmiyorum. Ama yani bdlgenin dernekleri vardi. Mesela AGIP-aydinlatma
gerecleri imalatgilart  birligi. Ama bunlar biliyiilk firmalar i¢in. Avizecilar
odasi...bunlar tamam daha karma, iste kiigiik at6lyeleri de iceriyor, magazalar1 da
iceriyor ama mesela bagindaki adam Cin’den ihra¢ yapiyordu. Yani tabi burda kotii

etkilerden biri de uzak doguydu. Sadece belediye vizyonu degil, ayn1 zamanda uzak
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dogu tehditiyle bir¢ok diikkan kapandi. Ya da iste onlar iiretmek yerine, ticarete
atildilar. Bir yandan da bdyle birsey var.

G: Bu aslinda atolyelerin yaptig1 bir tercih mi maddi sebeplerden dolay1?

A: E tabi tercih olmuyor bu, bu da bir politika. Yani italya i¢in de bu gegerli ama
Italya bunu korumaya calistyor bir sekilde. Tabi ki biitiin sistemi koruyamazsiniz
ama bunun i¢in bazi iist 6lgekte kararlar alabilirsiniz. iste {iretimin 6nemli olduguna
inaniyoruz, tamamini rehabilite edicez, daha g¢evreye uygun hale getiricez ama
falan...yani bunu bir anlayip, bunu korumak icin birseyler yapilabilir. Simdi siz
malzemenin fiyatindan ucuza o iirlinlii aliyorsaniz orda bir devlet politikas1 vardir.
Cin’de bdyle bir politika var yani malzemeyi nerdeyse bedava alip yapiyorlar. Iscilik
zaten ¢ok ucuz falan...Bu yani hani higbirsey dyle bosluga birakilmig seyler degil,
yonlendirilebilecek seyler. Akilli olan bir sekilde yonlendirilebilir. Neyse yani bu tiir
seyler de vardi. Yani bir biling olusturmak iizere..hem tasarimcilar agisindan,
tasarimcilar bunun faydasmi bilmiyor. Hem fliretim hem ydnetim agisindan bunu
giindeme geitrmek ve ...13 kadar tasarimciydi sanirim. Simdi tam sayis1 aklimda
degil, iste {iriinleriyle beraber sergilendi. Ama burda amac¢ sadece f{iriinleri
sergilemek degildi, silirecleri gostermekti. Ve siiregler icinde- belki gérmiigsiindiir

blogta- her iiriiniin arkasinda A0 boyutunda bir pafta, harita koyduk..
KAYITA BiR ARA VERILDI

A: ..imalat dersi icin davetli gidiyorum. Orda ¢ocuklar mesela ii¢ boyutlu

iretiyorlar.
G: Ug boyutlu derken...

A: 3d...maketle de c¢alisiyorlar ama o 3d orda 3 boyutlu konstriiksiyon gibi uzakda
duruyor...duruyormus gibi duruyor ama gercekten Oyle mi bakalim, o Oyle
iiretilebilecek mi. Yani bir siliri sey var. Onun i¢in zanaat bunun biraz yere
oturmasini, biraz elle...yani bunu ¢ok iyi becermis olan tasarimcilar, ¢ok fazla
zanaatkarlarla calisanlarin  bambagka teknikleri var. Cizmeden de bile
calisabiliyorlar. Yani artik ortak bir tiretime doniigiiyor.. Onun bir tarzi var, tasarim
karakteristikleri var, ¢cok iyi organize edebiliyor. Ve artik bdyle basit bir ¢izimle, dyle

cok ciddi ve 6l¢iilii olmayan bir ¢izimle bir {iriin {iretebiliyorlar.

G: Ama once kafasinda o teknigi oturmasi gerekiyor...
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A: E tabi oturtuyor ama yani onu lireticiyle de birlikte daha gercek, realistik hale
getiriyor. Ama 1ii¢ boyutlu ¢izimler tabi bambagka bir diisiinme seklini gelistirdi.
Yani malzemeyle ugrasarak iiretmek bagka birsey, lic boyutlu diisiinmek baska

birsey. Yani bunu belki tartigmak gerekiyor.

G: Onu nasil goriiyorsunuz peki, pozitif bir katkist m1 var yoksa tasarimciyi
uzaklagtinyor mu? Yani o biraz daha kolaya kagmak gibi oluyor mu sanki,

yapiyorsunuz 3d, ve dondiirliyorsunuz, evirip ceviriyorsunuz...

A: Yani o size bitmis hissi veriyor. Hani fikirden ¢ok iiriiniin bitmis hali gibi
duruyor. Ama o 8yle bir yanilsama yaratiyor. O dyle bitmis birsey degil. Iste bu
iiretim yontemini de ¢ok iyi bilen bir tasarimciysa tamam, o bitmis birgey olabilir.
Ama iiretim yontemini ¢ok iyi bilmeyen bir tasarimci, sadece bir sekil olarak, bir
form olarak onu oturttugunda...yani gergekten bunun birebir iiretilmesi gibi birsey
var. Simdi ii¢ boyutlu printerlar ¢ikti, belki o da yani, belki de ondan biryere

gidecekler ve ona gore...
G: Belki o da ¢cagimizin zanaati...

A: E olabilir. Yani ben o birebir ugragmanin da ¢ok...yani malzemeyle, maket de ¢ok
onemli...prototip...yani onlarin énemli oldugunu diigiiniiyorum. Yani digeri tabi ki
bitmis gibi gosteriyor ama...yani digeriyle alinan sonug¢ bana daha gercekei geliyor,
daha yaratic1 geliyor. Cok farkli seyler ¢ikabiliyor. Ug boyutlu gizerken var mi o

kadar yaraticilik bilmiyorum, ben biraz o konuya uzagim agikcasi...
G: O da ii¢ boyuttaki beceriye bagli biraz...

A: Tabi beceriye bagli...orda da belki daha yaratici bir ¢calisma sekli de olabilir. Ama

ben digerini tercih ediyorum agikcasi.

G: Bir de biitiin bu iiretimdeki avantajlar1 bir kenara birakirsak, el iiretimi bir {iriiniin

bir de el iiretimi olmasindan dolay1 bir art1 degeri var.

A: Dogru, dogru. Yani bunu iyi ortaya koymak lazim. Yurtdisinda falan bdyle ¢ok
sey sOylendi...handmade iste pahalidir falan. Yani bunu ¢ok kavramiyoruz ama orda
gergekten bence her iirlin baska bir {iriin oluyor. Ayni seri bile olsa yeniden, yeniden
yapiliyor ve o bagka birsey yaratiyor aslinda. Her biri tek oluyor bence. El isi goz

nuru falan gibi de bir durum var. Yani her iki teknigin de farkli seyleri var,
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kullanmak lazim. Modern teknikleri de kullaniyoruz biz yani hep oyle zanaat olarak

degil...
G: Peki tasarim siirecinizde, mesela sizin bu kubbe {iriiniiniizden bahsedersek...

A: Onu unutma da..seyi bitireyim, demin yarim kalmisti...(VERILEN ARADAN
ONCE KONUSULAN KONU) O paftalarda, devam dersek, her {iriiniin arkasinda
paftalar var ve paftalarin iizerinde Galata, Sishane bolgesinin haritas1 A0 boyutunda,
ve bir Uriiniin o kent mekanindaki hareketi. Yani bir {iriiniin izledigi yol orda
gosteriliyor iste boyle rota seklinde kirmizi bir gizgiyle. Ve her noktada da hangi
atolyeye gidildi, ne oldu, bu agiklaniyor. Nasil bir ¢alisma izlendi ve tasarimcinin
goriigleri...yani burda bu iiriin bu sekilde ¢ok farkli alternatifle, rotayla ortaya
¢ikabiliyor. Yani ben Sishane’yi, ya da bu tiir {iretim bolgelerini ¢ok secenekli tek bir
bdyle biiyiik fabrika gibi diisiiniiyorum. Yani siz gidip istediginiz ustayla...benzer
ustalar da olabilir aym1 konuda c¢alisan...segiyorsunuz ve sonugta o iiriin ¢ikiyor
ortaya. Yani burda tekbasmna yapilan birsey yok..iste depo tutmuyor, gerektiginde
gidiyor malzemeciden aliyor, cocugu on kere belki gonderiyor. Yani malzemeye, ne
ona o kadar para yatiriyor, ne de yeri yok onlar alacak, depolayacak. Onun disinda
kendi ¢ok kiiclik aletleri vs var zaten, el aletleri su, bu, sivama olabilir, sey olabilir.
Cami da iste aliyor, malzemeyi aliyor, bunlarin birlestirildigi bir atdlye oluyor
elektriksel malzemeyle beraber, aydinlatmaya doniisiiyor. Ve bu boyle bir ¢aligma
sekli, yani bir dayanisma. Onun i¢in zaten burdan gitmek istemiyorlar. Yani bir
sebep bu. Ikinci sebep de Pazar. Buraya miisteri geliyor zaten. Yani modern anlamda
miisteriyi bulmak, pazarlama, vs, marketing, katalog yapma, fuarlara gitme gibi bir
eforu bu kiiciik tiretici gosterebilecek gibi degil. Zaten onun i¢in orda Sishane aymi
zamanda Tiirkiye’ nin bir aydinlatma merkezi. Herkes oraya geliyor, ve yurt disindan
da geliyor ve hani son tiiketici de geliyor, kullanici, aradaki adamlar da geliyor falan.
Yani onun i¢in hazir pazar var. Bu pazar1 yaratmak da kolay birsey degil tek basina
bir firma olarak. Bundan da yararlaniyorlar, onun i¢in gitmek istemiyorlar. Yani onu
daha biiyiik bir yere ya da daha sehrin disina gitmek istemiyorlar ¢iinkii birlikte
calisiyor. Tek basina yeter durumda degil.

G: Ama zaten o atdlyelerin hepsini birlikte gotiirseler bile. Sonugta o zaman da bu

mesela tasarimeilar ici kalkip sehir disinda biryere gitmek kolay birsey degil.

A: Degil. Art1 hepsi birlikte gidemeyebilir. Art1 pazar1 oraya tasimak kolay birsey

degil. Yani bir Pazar olusturmak, biryerin odak noktasi olmasi zaman alan birsey.
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Yani siz bunu, biz oraya tasidik, orasi odak noktasi olacak dediginizde, olmayabilir.
Ve bu zaman alacak. O zamana dayanikli olabilecek mi bu kiiciik iiretici. O ¢ok
onemli yani. Kendi gevresini kaybettiginde tekrar kurabilecek mi...cok zor. Onun i¢in
iste bunlar nasil siirdiiriilebilir diye diisiinmek gerekiyor. Ben o sergiden sonra, ¢ok
bu konu iizerine ¢alistyoruz, diisiiniiyoruz. Zaten sdylemistir belki Ozlem Hanim, iki
donem itii yiksek lisans Ogrencileriyle Made-in sishane ve ordaki atdlyelerle
calistyoruz. Ben onlar1 gezdirdim iste celitli atdlyelerle, firmalarla bulusturdum. Bir

analiz yapiyoruz.
G: Yani o6grenciler atolyelerle galisiyor..

A: Evet..tabi daha yiiksek lisans 6grencileri hani nasil ¢alisiyor diye inceliyor. Onun
disinda benim mesela bir hollandal ortagim var sanatci, bu konuda, made in sishane
konusunda...onunla simdi 2010 kapsaminda bir proje verdik made in sishane ile ilgili
ama 2010’u biliyorsun ¢ok calkantili hani onun ne olacagi..bir sonu¢ ¢ikmadi. Bir

sene once falan vermistik- ki onlar istedigi i¢in vermistik. Oyle birsey.
G: Proje derken...

A: Made in Sishane’yi daha devam ettirmek iizere..

G: Baska bir grup tasarimciyla tekrarlamak gibi mi?

A: Evet. Soyle birsey, yani bunun sonraki adimlar1 ne olacak dersen...simdi ekim
ayinda bir Made in Sighane’nin ikinci adimmni gergeklestiricez. Ve bunda da ¢oktan
basladigimiz bir yabanci tasarimcilara duyuru yaptik. Yani yaklasik ona yakin
seyimiz var, katilim talebi var. Onlarla deneyimliycez. Yani bu bdlgede ne
iiretebilirler. Simdi bundan Once sdyle birsey yaptik. Amsterdam’dan...simdi
tiniversitenin adi hemen aklima gelmiyor...bir tasarim boliimiiyle, birinci smif
ogrencileri geldi ve Made in Sishane projesine bagli olarak bir ¢alisma yaptilar.
Filme c¢ektiler. Onlara da bakabilirsin istersen. Hani bu tir boyle seyleri
deneyimliyoruz. Ne olabilir, ne ¢ikabilir...Simdi iste ekimde bdyle birsey yapicaz.
Bunu niye yapiyoruz. Ben baslarda turizmi acikcasi negatif birsey olarak
goriiyordum, ciinkii bildigimiz anlamda turizm sadece kendi sistemini oturtuyor ama
alternatif bir yaklagim da s6z konusu olabilir turizm iginde. Bolgeden yararlanan,
bolgenin iste siirdiiriilebilirligine katki sunan birsey olabilir. Ha eklenebilir,
degisebilir tabi, hi¢gbirsey ayni kalmaz ama birseyler devam eder. Yani iste burda bir

turist gelip, bir hafta kalip...iste 2010 diyoruz, kiiltiir turistleri gelecek diyoruz daha
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kiiltiirel anlamda. Burda birgey liretebilirler. O siireci deneyimleyebilirler. Hani
burda sadece aydinlatma armatiirii de iiretmesi gerekmiyor. Burda ¢esitli iiretim
tirleri var. Aydinlatma ¢ok ¢esitli iiretim tiirlerini  bir arada tutuyor.
Deneyimleyebilirler, film c¢ekilebilir, {irlin iiretebilirler...hani bir¢ok sey olabilir.
Bunu da deneyimlemek icin biz iste yabanci tasarimcilarla, yani burayi hi¢ bilmeyen,
hem biraz turist gibi de gordiiglimiiz tasarimcilarla bakalim ne ¢ikacak, nasil birsey

cikacak diye boyle bir adimimiz var. Ondan sonra aslinda asil amag...
G: Bu ekimde gelecekler buraya...

A: Goriniirliik projesi var, besincisini yapicaz, Galata goriiniirliik projesi. Galata
perform yapiyor onu. Orda da baslicak sergilenmeye ve bir 15 giin kadar
sergilenmesini hedefliyoruz.¢ikan islerin. Ondan sonrada aslinda asil amag¢ bdlgede
bir merkez yaratmak, yani bu ireticilerin siirdiiriilebilirligini saglayan ama
tasarimcilarla, sanat¢ilarla bulusturan ve pazarla da bulusturan bir sistem yaratabilir
miyiz, ya da bu sistem nereye dogru gidecek. Yani onlari ¢iinkii destekleyecek birsey
yaratmak gerekiyor. Onlara alternatif birsey degil o sistemi destekleyecek birsey
nasil yaratabiliriz diye. Bunun iizerine kafa yoruyoruz. Bunun igin biraz bir iki

toplanti falan yapicaz. Yani ne olabilir diye.

G: Peki egitim agisindan tasarimc artik sanki daha ¢ok conceptual olarak birseyleri
tasarliyor ve iireten insandan kopuk, sanki iki ayr alan gibi. Bunlarin arasindaki
iletisim burda ¢ok 6nemli bir konuma geliyor artik. Ve iste tasarim 6grencilerinin de
daha egitimleri sirasinda bu iletigimi tecriibe etmeleri acisindan belki 6grencilerin de

o tip projelere girmeleri ve direk gidip atdlyelerle ¢aligmalart...

A: Cok oOnemli...ve zaten egitim icin Ozellikle bu tiir bolgelerin ¢ok Onemli
oldugunu..bir fabrikayla calisiyor simdi zaten itu’nun var Oyle seyleri fabrikalarla

caligan.
G: Kobilerle

A: Evet. Aslinda bu tip atdlyelerle de galismalar1 gerektigi icin Ozlem Er’in iste o
dersinde hep firmalar aliniyordu, biiyiik firmalar. Biz onlara iste boyle birsey var, bir
de bunu deneyimlemek lazim. Bu da bir sistem ¢iinkili ve onlara da ilging geldi
acikcast hani boyle birsey. Tabi Ogrencilerle de bundan sonra devam edebilir.
Olmayacak birsey degil, bizim Ongoriilerimizden biri de o. Egitimin bir pargasi

olabilir bu tiir bolgeler. Mesela Hollandalilar egitimin bir pargast olarak geldiler
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burda o bir donem c¢aligmasini yaptilar. Onlar ordan buraya geliyorsa biz
burda...clinkii onlarda bdyle bir olanak yok. Onlar daha iyi algiliyorlar burdaki
olanaklar1 ve imkanlari. Bizde hani boyle bir perde var ve bir kosullanmiglik var.

Onu agmak gerekiyor agikgasi.

G: Ciinkl sanki hep bdyle bir geri kalmis ve iste o bahsettiginiz kaotik imaji var

boyle atblye islerinin falan..

A: Evet. Ama degil. Gelecek orda yani. Onlar onun eksikligini bildigi i¢in kendi
atOlyelerini yatatmak durumunda kaliyorlar orda. Ya da iste bu tiir iilkelerle

calistiyorlar.

G: Evet iste belki de, dedik ya yurtdisinda bazi tasarimcilar kendi atolyelerinde

iiretim yapiyorlar falan. Tirkiye’de bu kadar olmamasini sebebi..

A: Evet zaten atdlyeler var. Teknik de o kadar gelismis olmayabiliyor...ama Oyle bir
imkanin da ¢ok biiylik 6nemi var. Mesela benim bildigim bir mimar arkadas vardi.
Bu yine seylerde...bildiride de var....kap1 kolu iiretiyor. Kap1 kolu bulamiyor istedigi
gibi piyasada hazir. Kendi yapiyor ve yine o bolgede yaptiriyor. Yani illa aydinlatma

olmasi da gerekmiyor. Ve birsey oluyor, rengi mi birsey oluyor falan...
G: Ad1 nedir arkadaginizin?

A: Cem Yiicel. Mars mimarlik. Onlar da orda zaten..ve simdi tam konuyu
hatirlamiyorum ama renginin sanirim degismesi gerekiyor. Ve miisterisi de yabanci
yine o bolgede...ve bir glinde degistiriyor onu. Ve sasiriyorlar. Yani boyle birseyi
degistirebiliyor ve bir glinde degistirebiliyor. Yani bu imkansiz birseydir, yani o
parcayi iste baska bir renkte kaplatip tekrar getirmek miicize birseydir ve bu burda

oluyor.
G: Uretimin esnekligi...

A: Esnekligini degerlendirmek lazim. Tabi ki standart¢cilik olmuyor. Bunu da
tartismak gerekir. Burda bir standart oturtulabilir mi? Nasil oturtulabilir? Bu ayrica
tartismali. Ama mesela benim Hollandali ortagimin babasi...cok biiyiik ayak
numaralari. Orda yok Oyle bir ayakkabi. Gelip burda 6zel ayakkabi iirettirebiliyor.
Yani bu tir imkanlar1 da var kiiciik {retimin. Hemen customizable

olabilmesi...kisisellestirilebilmesi, degistirilebilmesi...esneklik ¢ok énemli.
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Bence seyi de sorgulamak lazim...zanaatte bir kopya etme, ayn {iriinii siirdiirme gibi
birsey de var. Yani bu kétii birsey midir, bu nasil birseydir, bunu tartismak lazim.
Yani bizde kopya liretim...kopya degil, her kopya bagka birsey oluyor bence. Kopya
olamiyor. Yani miimkiin degil ayni sekilde kopya olabilmesi. Yeniden iiretiliyor
aslinda o. O zanaatkarin iste kendi akil, goriis, el emegi, malzeme imkani, vs neyse

artik..
G: Ama ona zaten kopya demek...

A: Kopya deniyor. Biz hemen kopya diyoruz. Degil. Kopya da bir 6grenme siireci,
bir tekrar. Yani onu 68renince bagka birseyi iizerine koyma sansi oluyor. Yani bir
egitim sekli...bizde de mesela mimarlikta dnce kopya ederek ¢izim dgrenirsin. Once
bir binanin ya da birseyin iizerine koyarsin ¢izersin, sonra kendin ¢izmeye baslarsin.

Yani bunun bir sonraki adima ge¢gmesinin olanaklarini da bulmak lazim.

G: Zanaatin temelinde zaten cirak ustay1 kopya eder, daha sonra belli bir yetkinlige

ulastiktan sonra...

A: Evet, evet...

INTERVIEW WITH CiGDEN KAYA
G: Giines Kocabag

C: Cigdem Kaya

G: Zanaat diyince ne anliyorsun bir tanim yapman gerekse?

C: Yani el emegi ancak diyebilirim. Ama yani bu sadece iste ahsap oymasi falan
degil, yani yemek yapmak da...yani belirli bir siirede tekrara dayali 6zenle yaptigin
hersey. Yani mesela bir yazi yazarsin ve yani o kadar itinayla yazilmistir ki, well-

crafted’dir. Yani bu sekilde biraz 6zen i¢eren bir edim.
G: Peki sanat, tasarim ve zanaat kavramlar1 arasinda belirli bir iliski goriiyor musun?

C: Yani heralde tarihsel olarak zanaat ve tasarim arasindaki iligki daha giiglii diye

disiiniiyorum.

G: Mesela yaraticilik faktotiirii zanaate dahil ediyor musun?
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C: Tabi, tabi ki. O {igiiniin hepsinde var yaraticilik faktorii. Zanaatte baskin olan
tekrardir mesela sanat ve tasarimdan farkli olarak. Yani bu geleneksel olarak zaten...
bir pattern’in tekrarlamasi olabilir, bigim yani bigimsel tekrar. Yaraticilik da zaten o
tekrarda saklidir. Yani bir zanaati ele aldigin zaman o tekrarlar arasinda bile
farkliliklar goriirsiin...yani  bildigim kadariyla kilimleri incele mesela...yani o
tekrarlarin iginde ¢ok minér farkliliklar gdriiyorsun ve iste ona gore donemlere

ayirtyorlar falan.

G: Bu tekrar konusu ama mesela giiniimiizde atiyorum bir cam sanatgisi, bir seramik

sanatgisi tek parca tirtinler yapiyor falan..tekrar kavrami burda metod olarak mu...

C: Metod olarak evet...Bicim olarak, yontem olarak da evet...yani bir de o tek
parcalar1 yapana kadar milyonlarca aynisini yapiyorlar. Yani tasarim nedir...bir fikir
olur ve onu gelistirirsiniz bir keredir o...iste Oyle degil, daha siirekli demeye
calistyorum. Ama sey de c¢ok ilging, mesela bigimsel tekrarda aym1 form yanyana

yanayana...o da ¢ok tipiktir, zanaata 6zgiidiir.

G: Peki tasarim zanaat iligkileri agisindan...tasarimla zanaatin nasil bir etkilesimi

var?
C: Yani Tiirkiye’de mi?
G: Evet Tiirkiye’de ve genel olarak diinyada da.

C: Ben Tiirkiye’de acikcas1 bir etkilesimini gdremiyorum. Yani Tiirkiye’de genelde
hep iste bilmemne kavrami ve ben bu bilmamneden ¢ok etkilendim ve iste onu bir
irline uyarladim...yani ¢ok anlati, ¢ok one liner yani..o =zanaate iliskin
malzemesinden bilmemnesinden, iiretim yonteminden bagimsiz...yani ne bileyim

hiref diye bir firma var mesela biliyor musun onu?
G: Evet onlarla da goriigtiim.

C: Mesela ben hi¢ begenmiyorum onlarin islerini. Yani birseyi alip yeniden, kisisel
yorumlamak..yani mesela Goniil Paksoy’u ¢ok begeniyorum ben. Ikisinin farkini

anlatabiliyor muyum yani...
G: Yani biri bi¢imsel olarak kaliyor diyorsun...

C: Hem kavramsal hem bicimsel...yani Goniill Paksoy onu sey yapiyor, nasil
sOyliyim, eziyor, harmanliyor ve kendinin yapiyor. Hiref...yani genelde Tiirkiye’deki

yaklasim hep bdyle ikonik kullanima yonelik. Cok iki boyutlu buluyorum ben
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bunu...yani o yiizden Tirk tasarimcilarin zanaat kavramimm ¢ok da basarili
kullandiklarini diistinmiiyorum. O yiizden de bir etkilesim géremiyorum. Yani zanaat
ve tasarim...yurtdisinda dogru o arts and crafts zaman1 evet bunlar birmis. Sonra iste
teknoloji sanayi falan ile ayrilmis. Simdi de tasarimcilar zanaatle daha i¢ ige orda,

tasarim ve zanaat birbirine ge¢mis gibi ama Tiirkiye’de oyle degil.

G: Yani hem tasarimc1 hem kendi atdlyesinde ¢alisiyor gibi mi demek istiyorsun?
C: Evet. O yurtdisinda yaygin mesela, burda daha bigimsel kaliyor hersey.

G: Peki Tiirkiye’de olmamasinin sebebi nedir?

C: Yani sey olabilir belki de bir nevi oryentalizm...iste bu orjinal ve sey...iste ben
Tiirkiim...yani bir nevi pazarlama seyi bence bu zayiflik...yani zayiflik derken 2
boyutlu kalmasi. Yani o malzemenin 0zelliklerini bilmiyor, o malzemeyle
caligmiyor...ne bileyim o malzemeyle birseyler denemiyor ama igte ne bileyim iistiine

bir iste geleneksel form kondurup, 3d printerdan ¢ikartip o dyle liriin oluyor.
G: Zanaati koruma ad1 altinda yapiliyor bu ¢ogu zaman..

C: Evet yani bu zanaati pazarlamak ama korumak degil. Bilmemek, pasarlamak. Sen

bana ne sormustun?

G: Neden Tiirkiye’de durum bu? Neden Avrupa modelindeki gibi Tiirk tasarimcilar

atolye ve tasarimi birlestirmiyor?
C: Yani deney yapmanin azlig1, bilmemek, alismamak. Egitimden de kaynaklantyor.
G: Tasarim egitiminde dgrencilere yeterli bir biling kazandirilmiyor mu bu konuda?

C: Zanaat konusunda...yani sadece ¢ok 6zel bir ilgileri olursa 6grencilerin kendileri
bulup arastirtyorlar. Ama yliksek lisansta mesela daha ¢ok ilgilenilebiliyor. Ders de
var mesela tasarimda folklorik kaynaklar falan. Ama lisansta mesela 6grenciler, o
formu direk kullanirlar, yani mesela aa iste ben gézden etkilendim falan, ben igte ¢im
bulutundan etkilendim, ¢im bulutu seklinde bir iiriin yaptim...olamaz yani boyle
birsey ama oluyor. Ama neden, yani bu sey demek gibi birsey...ay ben kirazdan
etkilendim, kiraz seklinde aydinlatma yaptim demek gibi birsey. Yani o ne kadar
seyse, islenmemis, hamsa, Otekisi daha da islenmemis, ham, ve istiine {istlitk

tehlikeli birsey, clinkii sen kiiltiirli pazarliyorsun...en kolay bozulan birsey.
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G: Peki aslinda iki agidan bakabiliriz. Bir tasarimin zanaate etkileri, bir de zanaatin
tasarima etkileri. Simdi bu konustuklarimiz zanaatin tasarima etkileri oldu. Bir de
zanaatin modern toplumdaki konumunun belirlenmesinde zanaatin etkin olmasi
konusu var. Bu konuda bir fikrin var m1? Mesela ben Hiref ile de goriistiim. Onlarin
iddias1 da bu yondeydi. Yani geleneksel degerlerin modern yasamda yeniden

konumlandirilmasi, yeniden degerlendirilmesi gibi...

C: Yani bu tabi yontemine bagli. Hiref’in nasil ¢alistigini ben bilmiyorum agikgasi
ama...sey bana ¢ok mantikli geliyor...mesela bir usta varsa, bir tasarim dgrencisinin o
ustanin yaninda staj yapmasi, o isi 6grenmesi, 0grendikten sonra o teknikleri kendi
isine dahil etmesi...yani bunlar bir giinde, bir yilda, iki yilda olacak seyler degil. Yani
ancak devlet tesvikiyle, egitim politikalariyla, ¢ok uzun siire i¢inde saglikli bir
sekilde olabilecek seyler. Oteki tiirlii 6liir yani...hirefe kalirsa bu is, o kapanir, yine

bitti. Yani bu miras1 korumak bence sistemli bir is olmali.
G: Peki Tirkiye’de devlet veya kurumsal destek nasil bu alanda?

C: Hi¢ bilmiyorum. Eminim vardir ama hi¢ bilmiyorum. Ama seyi ben de
disiiniiyorum gergekten...iste tasarimcilar...hani diyorsun ya tasarimin zanaate
katkisi...mesela bizim aldigimiz zanaat dersleri gergekten ¢ok faydali bence. Okulda
segmeli olarak aldigimiz zanaat dersleri..mesela iste taki tasarim, cam falan...mesela
bir arkadasim vardi. O gergekten o cam boncuklarin yapildig1 kdye gitmek ve orda
caligsmak istiyordu. Yani bunlar olmayacak seyler degil. Tasarimin, tasarimcinin bir
katkis1 olacaktir zanaate ama 6ncelikle bir ¢irak egitiminden gegmesi gerekiyor. Ama
tasarim egitiminde o yok, yar1 var daha dogrusu...iste yar1 usta, yar1 6gretmen. Ama o
yani...ne bileyim biz bir miicevher dersi aldik mesela, bize Nazan Pak sey demisti,
kapali carsida 6 ay boyunca ben sadece izledim. Cok O6nemli yani bu ¢iinkii, o
bambagka bir egitim. Bunun ben tasarimcilara ¢ok iyi gelecegini ve ancak bundan
sonra bunlar1 harmanlayarak..yani birseyi iki kati iyi harmanlayabileceklerini
diisiiniiyorum...yani bu bence iste kitaba bakarak, hoca sen iste buray1 tekrarla falan
diycek...bu sekilde olacak gibi degil yani gercekten o iiretimle iligkili seyleri anlamak
lazim. O zaman ¢iinkii malzemeyle ¢aligmak o kadar ¢ok degistiriyor ki herseyi .
Yani klasik iste bilmemne iiriiniinii tasarlamak bagka, o bilmemne seramik mesela
iirlinii tic boyutlu denemek baska. Yani seyi ben dogru bulmuyorum iste ¢iziyorsun,

onu veriyorsun ki {iretilsin...
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G: Yani zanaatten bicimsel olarak esinlenmek degil de, birebir zanaati bir yontem

olarak benimsemekten bahsediyorsun.
C: Evet, evet.

G: Peki senin kendi caligmalarini da biliyorum...iste toplumun belli kesimlerinin

uretime dahil edilmesi falan lizerine...biraz bahseder misin?

C: Yani benim aslinda belli {iretim bigimleri, yapilari lizerine. Ama bunlar geleneksel
anlamda el sanatlar1 gibi degil, zanaatle ilgili tabi ama iste ev i¢i iiretim deniliyor.

Iste evde yapilan...
G: Amator gibi ?

C: Yani amator...onlara professional amateur diyor bazilari. Iste dantel, oya,
yemek...iste bunlar bazen mikro girisimlere doniisebiliyor. Mesela iste bir kadin
calistyor, 6teki kadin yemek yapiyor, onun evine yolluyor falan..ya da iste birgok sey
var...hayatin1 boyle kazanan...topuna 200 liraya dantel 6renler falan. Neyse iste bu
bir nevi informal bir liretim ve girisimcilik seyi. O benim ¢ok ilgimi ¢ekiyor, ¢iinkil
ben de herzaman yaptim bunu. Annem de yapar, anneannem de yapar falan...ve bu
bir sosyal sey aslinda. Yani o patternlarin exchange olusu, bu insanlarin birbirine
Ogretisi...o sey mesela, iletisim siirecinde birisi pazarlama yapamiyor mesela satig
becerileri yok. Iste &tekine veriyor. O onu diikkanlara gétiiriiyor falan. Bu tip
seylerde ben tasarimcinin kendini bu tip ortamlara kendini, nasil sdyliyim, 6gretmen
olarak degil de, kendini daha c¢ok gomerek...onlarin bakisini degistirebilecegini

diisiiniiyorum.
G: Yani kendini gdmmek derken...

C: Yani kendini gdmmek derken, ben simdi tasarimciyim, sana bunlar1 6greticem
gibi degil de, onlarla birlikte ¢alisarak. Ciinkii ¢esitli dernekler var aslinda, mesela
oraya gotlirlip satabiliyor iste yaptig1 seyleri, ya da at6lyelerde hep beraber iiretim
yapabiliyorlar. Soyleyebilecegim sey, Tiirkiye’nin yani inanilmaz derecede informal,
yani Tirkiye’nin ekonomisinin %90’1 informal. Ondan sonra, 6grenmenin g¢ok
biiyiigii vocational, ¢iraklik tizerinden hala...ben iste boyle seylerle ilgileniyorum.
Yani higbirseyi olmadan kendi kendine iiretim yapan ve tasarim egitimi almamis
olup tasarim yapan. Yani benim ¢ikisim seydi aslinda...mesela annem is gii¢ sahibi
bir kadin ama birseyler her zaman yapmistir. Ama ben okula gitti§im siire boyunca

benden ona gegen seyleri hep gozlemledim. Ama sdylemeden. Yani ben evde proje
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yaptyorum mesela. O da bilmemne yapiyor. Ondan sonra bende bir ilgi olustuktan
sonra arkadaglarima bir anket yaptim. Dedim ki size de oluyor mu bdyle seyler. Ve
cok ilging seyler c¢ikti. Mesela annesi projesini yapanlar, ondan sonra mesela bir
tiretim yontemi 6grendiginde kardesi birsey yapanlar. Ya da tasarimcilar arasinda sey
diyenler oldu. Iste bir teknik elemanla calistyordum. Bir giin bir baktim o teknik
eleman ayni1 benim gibi yapmis. Yani bu tip hikayeler birikmeye basladi, ve ben de
sey hipotezini olusturdum...yani birsey gec¢iyor farkinda olmadan..ne gectigini

bilmiyorum. Nasil gectigini de belmiyorum. Bunu iste arastirtyorum.
C: Bunun sonucunda birsey 6nerecek misin peki?

G: Evet bir yontem 6nermeyi diisliniiyorum. Soyle, yavas yavas ¢aligmaya baslamay1
diistiniiyorum. Check pointler olacak tabi, yani yavas yavas bakicam bir 6grenme
kaydediyor muyum, kaydetmiyor muyum.Ediyorsam, sdyle yaparsam daha iyi oluyor
mu...boyle bir cyclelar seklinde. Tabi benim bundan 6nce calistigim sey local
production du. Yani iste yerel iiretim, yerel kalkinma falan. Ve bu beni seye
getirdi...yani tasarimeci mezun olduktan sonra yerel baglamlarda caligmak istiyorsa
bunun ilk adimi nedir? Bu insanlara yaklasmanin ilk adim1 nedir. Buraya geldi. Evet

bir yontem Onerisi olacak umarim.

G: Burda amag o insanlara birsey saglamak aslinda degi mi...tasarimcinin bundan

alacagi sey ise manevi tatmin olacak.

C: Yani manevi...seyi bilemiyorum aslinda..yani STK’lar her meslekten insan
secgiyorlar...onu bilemiyorum ama ...tabi yani manevi ¢iinkii kendisi sey ediyor, iste
ben local birsey yapmak istiyorum diye. Ama bu tabi seye doniisebilir, bir
kooperatife mesela, biitiin paydaslar para kazanabilir. Bunun seyleri de var yani
mesela mikro credit denen birsey var. Iktisadi seyleri de var ama ben o kismini

bilmiyorum.
G: Tiirkiye’de peki akademik ortamda zanaat kavramina bakisi nasil buluyorsun?

C: Aslinda iyi ama ¢ok kopuk. Mesela seyler var, mesela bir arkadasim bana sey
sOylemisti...bilmemne iiniversitesinde, Akdeniz {iniversitesinde mi ne mesela...bir
kadin, br hoca bu...biitiin Tiirkiye’yi gezerek kege sapkalar1 dokiimante ediyor.
Yapildiklar1 yere kadar falan herseyiyle. Mesela bu beim icin ¢ok kiymetli bir
bilgi...ama benim oldugum yer ile onun oldugu yer arasinda alaka yok. Ben ona

gitsem boye boyle ne yapiyorsunuz siz deiye..bana boyle bakar heralde..
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G: Bu hangi boliimmiis..
C: Bu tekstil tasarimi boliimii sanirim.
G: Ve yani bunu o arkadasindan duymasan hi¢ haberin bile olmaz.

C: Tabi canim neler var. Adam Van’da Yiiziincii yil iiniversitesinde kafay1 birseye
takiyor mesela, ve senin bundan kesinlikle haberin olmuyor. Aslinda bu konularda
calisan ve bilen bir¢ok insan var ama bir araya gelmek ¢ok zor oluyor. Imkansiz daha
dogrusu. Ben mesela o kece yapan insanla konusamadim. Ayni sey...sey icin de
gecerli, kiz meslek liseleri ve olgunlagma enstitiileri. O kadar yetenekli insanlar
mesela ama higbir sekilde yapilan seylere ulagsmak...Yani ben suanda nasil birsey
olabilecegini sOyleyemiyorum ama iki tarafin da birbirine ihtiyact oldugu bence

kesin.
G: Aslinda craft council gibi birsey olsa...

C: Evet insanlarin gidip bagvuracagi ortak bir platform olsa mesela...Ondan sonra
yani aslinda ben basindan beri endiistriyel tasarimin hi¢bir zaman sey olduguna
inanmadim...nasil sdyliyim..yani bu kadar sanayiye dayali, yani baktiginda ilk olarak
sey gorliyorsun, fabrika, fabrika...ama aslinda ekonominin kdkiine baktiginda o kadar
informal, o kadar vocational, o kadar okulla alakasiz...tasarimda onun o kadar
disinda...ama o kadar da icinde olmas1 gerekiyor ki. Mesela bir dergi var bende, bir
tasarim dergisinin bilmemkacinct sayisi..bdyle evden calisan bir kadin anlatiyor.
Once iste bilmemne diikkanma gétiirdiim yaptiklarimi, sonra iste bilmemne oldu,
sonra iste ameliyat oldum falan...sonra iste oturdum simdi ne yapabilirim dedim.
Yani bu aslinda o kadar kiymetli birgey ki hi¢ egitim almamus biri i¢in simdi ne
yapabilirim demek. Sonra birseyler yapmis, sonra mahalle kuafbrlerine gotiirmiis
falan...yani brilliant yani anlatabiliyor muyum..sifirdan kendine hayat kuruyor
insanlar. Benim c¢ok ilgimi ¢ekmisti o dergide anlatilanlar. Mesela bir kadin sey
anlatiyor iste...ben bu takilardan para kazandigim zaman o parayla bunlarin iste
boncuklarini kendim yapmak icin sey aliyorum iste...mesela iste 6nce plastik boncuk
kullantyormus...bunlar yani hi¢ egitim almamis insanlar yani liseye gitmisler mi
gitmemigler mi, ilkokul mezunu olma ihtimalleri ¢ok yiiksek. Sey diyor iste o
boncuklar1 kendim yapmak istedim, parcalar1 giimiisten yapmak istedim...ve yapiyor
iste. Iste bu tip seyler ve benim kisisel olarak da sanayiye bakisim ve iste endiistriyel

tasarim okumam buraya getirdi. Yani zanaat, bu biraz klise olacak ama o kadar ¢ok,
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o kadar genis, fokurdayan bir kaynak ki, post endiistriyel toplumlarda yok aslinda
bitmis gibi...baksan onlarda daha ¢ok goziikiiyor ¢iinkii destek var. Yok iste birsiirii
kurumlar var...ama bizdeki bu zenginlik...sey bana ¢ok sagma geliyor mesela iste
preindustrial toplumda bunlar vardi, sonra industrial olduk, simdi postindustrial
olduk ve tekrar diriltmeye calis falan. Bir de sey var, benim mesela birlikte ¢alistigim
bir insan, Nicola Wood...6lmekte olan craftlar1 yapanlarla ¢alisip, klipler yapiyor, ve

bu klipleri instruction yapiyor yani yaymak igin.
G: Bir de son olarak craft ve aktivism konusu var.

C: O konuda Otto’nun tezi var mesela ona bakabilirsin. Mesela, Nike’in bir
kampanyas1 var mesela. Herkes o biiyiik Nike isaretinin bir pargasini ériiyor ve onu
merkeze yolluyorlar, onlar orda dikiliyor. Var yani..Bir de tasarim ve craft
konusu...yani Ingiltere’de mesela tasarim ¢ok i¢ ice goriiyorlar carftla, egitim
programlar1 da Oyle. Cok hands-on yani orda tasarim. Design research de Oyle
mesela hep practice based. Hepsi 0yle yani o kadar craft oriented, o kadar...Chris
Rust’a sorsan benim ordaki supervisor um mesela tasarimin craft oldugunu soyler.

Bence de dyle.

G: Ama iste belki de seyi de ayirmak gerekiyor, tasarimla endiistriyel tasarimi.
C: Dogru evet. Yani o mesela seye de craft diyor...doktorlar falan craft yani.
G: Tip doktorlan?

C: Evet. Ameliyat yapmak craft mesela. Genelde o kafadalar, bu kavramu ilging ele

aliyorlar. Dgru aslinda yani ameliyat kapmak falan en agir craft aslinda.

INTERVIEW WITH CiGDEN KAYA
G: Giines Kocabag

C: Cigdem Kaya

G: Zanaat diyince ne anliyorsun bir tanim yapman gerekse?

C: Yani el emegi ancak diyebilirim. Ama yani bu sadece iste ahsap oymas1 falan

degil, yani yemek yapmak da...yani belirli bir siirede tekrara dayali 6zenle yaptigin

245



hersey. Yani mesela bir yazi yazarsin ve yani o kadar itinayla yazilmistir ki, well-

crafted’dir. Yani bu sekilde biraz 6zen i¢eren bir edim.
G: Peki sanat, tasarim ve zanaat kavramlar1 arasinda belirli bir iliski goriiyor musun?

C: Yani heralde tarihsel olarak zanaat ve tasarim arasindaki iligki daha giiglii diye

diistiniiyorum.
G: Mesela yaraticilik faktotiirii zanaate dahil ediyor musun?

C: Tabi, tabi ki. O tgiliniin hepsinde var yaraticilik faktorii. Zanaatte baskin olan
tekrardir mesela sanat ve tasarimdan farkli olarak. Yani bu geleneksel olarak zaten...
bir pattern’in tekrarlamasi olabilir, bi¢im yani bi¢imsel tekrar. Yaraticilik da zaten o
tekrarda saklidir. Yani bir zanaati ele aldigin zaman o tekrarlar arasinda bile
farkliliklar goriirsiin...yani  bildigim kadariyla kilimleri incele mesela...yani o
tekrarlarin iginde ¢ok mindr farkliliklar goriiyorsun ve iste ona gore donemlere

ayiriyorlar falan.

G: Bu tekrar konusu ama mesela giinlimiizde attyorum bir cam sanatgisi, bir seramik

sanatgcist tek parca tirtinler yapiyor falan..tekrar kavrami burda metod olarak mu...

C: Metod olarak evet...Bicim olarak, yontem olarak da evet...yani bir de o tek
parcalar1 yapana kadar milyonlarca aynisini yapiyorlar. Yani tasarim nedir...bir fikir
olur ve onu gelistirirsiniz bir keredir o...iste Oyle degil, daha siirekli demeye
calistyorum. Ama sey de cok ilging, mesela bigimsel tekrarda ayni form yanyana

yanayana...o da ¢ok tipiktir, zanaata 6zgiidiir.

G: Peki tasarim zanaat iligkileri agisindan...tasarimla zanaatin nasil bir etkilesimi

var?
C: Yani Tiirkiye’de mi?
G: Evet Tiirkiye’de ve genel olarak diinyada da.

C: Ben Tiirkiye’de agikcasi bir etkilesimini géremiyorum. Yani Tiirkiye’de genelde
hep iste bilmemne kavrami ve ben bu bilmamneden ¢ok etkilendim ve iste onu bir
irline uyarladim...yani c¢ok anlati, ¢ok one liner yani..o zanaate iliskin
malzemesinden bilmemnesinden, liretim yonteminden bagimsiz...yani ne bileyim

hiref diye bir firma var mesela biliyor musun onu?

G: Evet onlarla da goriistiim.
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C: Mesela ben hi¢ begenmiyorum onlarin islerini. Yani birseyi alip yeniden, kisisel
yorumlamak..yani mesela Géniil Paksoy’u ¢ok begeniyorum ben. ikisinin farkini

anlatabiliyor muyum yani...
G: Yani biri bigimsel olarak kaliyor diyorsun...

C: Hem kavramsal hem bicimsel...yani Goniill Paksoy onu sey yapiyor, nasil
sOyliyim, eziyor, harmanliyor ve kendinin yapiyor. Hiref...yani genelde Tiirkiye’deki
yaklasim hep boyle ikonik kullanima yonelik. Cok iki boyutlu buluyorum ben
bunu...yani o yilizden Tiirk tasarimcilarin zanaat kavramimi ¢ok da basarili
kullandiklarim diisiinmiiyorum. O yiizden de bir etkilesim géremiyorum. Yani zanaat
ve tasarim...yurtdisinda dogru o arts and crafts zamani evet bunlar birmis. Sonra iste
teknoloji sanayi falan ile ayrilmis. Simdi de tasarimcilar zanaatle daha i¢ ige orda,

tasarim ve zanaat birbirine gegmis gibi ama Tiirkiye’de oyle degil.

G: Yani hem tasarimci hem kendi atdlyesinde ¢aligiyor gibi mi demek istiyorsun?
C: Evet. O yurtdisinda yaygin mesela, burda daha bigimsel kaliyor hersey.

G: Peki Tiirkiye’de olmamasinin sebebi nedir?

C: Yani sey olabilir belki de bir nevi oryentalizm...iste bu orjinal ve sey...iste ben
Tiirkim...yani bir nevi pazarlama seyi bence bu zayiflik...yani zayiflik derken 2
boyutlu kalmasi. Yani o malzemenin O&zelliklerini bilmiyor, o malzemeyle
calismiyor...ne bileyim o malzemeyle birseyler denemiyor ama iste ne bileyim {istiine

bir iste geleneksel form kondurup, 3d printerdan ¢ikartip o dyle {iriin oluyor.
G: Zanaati koruma ad1 altinda yapiliyor bu ¢ogu zaman..

C: Evet yani bu zanaati pazarlamak ama korumak degil. Bilmemek, pasarlamak. Sen

bana ne sormustun?

G: Neden Tiirkiye’de durum bu? Neden Avrupa modelindeki gibi Tiirk tasarimcilar

atolye ve tasarimi birlestirmiyor?
C: Yani deney yapmanin azligi, bilmemek, alismamak. Egitimden de kaynaklaniyor.
G: Tasarim egitiminde 6grencilere yeterli bir biling kazandirilmiyor mu bu konuda?

C: Zanaat konusunda...yani sadece ¢ok 6zel bir ilgileri olursa 6grencilerin kendileri
bulup arastirtyorlar. Ama yiiksek lisansta mesela daha ¢ok ilgilenilebiliyor. Ders de

var mesela tasarimda folklorik kaynaklar falan. Ama lisansta mesela 6grenciler, o

247



formu direk kullanirlar, yani mesela aa iste ben gézden etkilendim falan, ben iste ¢im
bulutundan etkilendim, ¢im bulutu seklinde bir iiriin yaptim...olamaz yani boyle
birsey ama oluyor. Ama neden, yani bu sey demek gibi birsey...ay ben kirazdan
etkilendim, kiraz seklinde aydinlatma yaptim demek gibi birsey. Yani o ne kadar
seyse, islenmemis, hamsa, Otekisi daha da islenmemis, ham, ve iistline {istliik

tehlikeli birsey, ¢linkii sen kiiltiirii pazarliyorsun...en kolay bozulan birsey.

G: Peki aslinda iki agidan bakabiliriz. Bir tasarimin zanaate etkileri, bir de zanaatin
tasarima etkileri. Simdi bu konustuklarimiz zanaatin tasarima etkileri oldu. Bir de
zanaatin modern toplumdaki konumunun belirlenmesinde zanaatin etkin olmasi
konusu var. Bu konuda bir fikrin var mi1? Mesela ben Hiref ile de goriistiim. Onlarin
iddias1 da bu yondeydi. Yani geleneksel degerlerin modern yasamda yeniden

konumlandirilmasi, yeniden degerlendirilmesi gibi...

C: Yani bu tabi yontemine bagli. Hiref’in nasil ¢alistigini ben bilmiyorum agikcasi
ama...sey bana ¢ok mantikli geliyor...mesela bir usta varsa, bir tasarim 6grencisinin o
ustanin yaninda staj yapmast, o isi 6grenmesi, 0grendikten sonra o teknikleri kendi
isine dahil etmesi...yani bunlar bir giinde, bir yilda, iki y1lda olacak seyler degil. Yani
ancak devlet tesvikiyle, egitim politikalariyla, ¢ok uzun siire i¢inde saglikli bir
sekilde olabilecek seyler. Oteki tiirlii 6liir yani...hirefe kalirsa bu is, o kapanir, yine

bitti. Yani bu mirasi korumak bence sistemli bir ig olmali.
G: Peki Tiirkiye’de devlet veya kurumsal destek nasil bu alanda?

C: Hi¢ bilmiyorum. Eminim vardir ama hi¢ bilmiyorum. Ama seyi ben de
disiiniiyorum gercekten...iste tasarimcilar...hani diyorsun ya tasarimin zanaate
katkisi...mesela bizim aldigimiz zanaat dersleri gercekten ¢cok faydali bence. Okulda
secmeli olarak aldigimiz zanaat dersleri..mesela iste taki tasarim, cam falan...mesela
bir arkadagim vardi. O gergekten o cam boncuklarin yapildigi koye gitmek ve orda
calismak istiyordu. Yani bunlar olmayacak seyler degil. Tasarimin, tasarimcinin bir
katkis1 olacaktir zanaate ama 6ncelikle bir ¢irak egitiminden gegmesi gerekiyor. Ama
tasarim egitiminde o yok, yar1 var daha dogrusu...iste yar1 usta, yar1 6gretmen. Ama o
yani...ne bileyim biz bir miicevher dersi aldik mesela, bize Nazan Pak sey demisti,
kapali carsida 6 ay boyunca ben sadece izledim. Cok Onemli yani bu ¢iinkii, o
bambagka bir egitim. Bunun ben tasarimcilara ¢ok iyi gelecegini ve ancak bundan
sonra bunlart harmanlayarak..yani birseyi iki kati iyi harmanlayabileceklerini

diisiiniiyorum...yani bu bence iste kitaba bakarak, hoca sen iste buray1 tekrarla falan
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diycek...bu sekilde olacak gibi degil yani gercekten o tiretimle iliskili seyleri anlamak
lazim. O zaman ¢iinkii malzemeyle ¢aligmak o kadar ¢ok degistiriyor ki herseyi .
Yani klasik iste bilmemne iirliniinii tasarlamak baska, o bilmemne seramik mesela
iiriinii Gi¢ boyutlu denemek baska. Yani seyi ben dogru bulmuyorum iste ¢iziyorsun,

onu veriyorsun ki tiretilsin...

G: Yani zanaatten bigimsel olarak esinlenmek degil de, birebir zanaati bir yontem

olarak benimsemekten bahsediyorsun.
C: Evet, evet.

G: Peki senin kendi ¢aligmalarini da biliyorum...iste toplumun belli kesimlerinin

uretime dahil edilmesi falan lizerine...biraz bahseder misin?

C: Yani benim aslinda belli {iretim bigimleri, yapilari {izerine. Ama bunlar geleneksel
anlamda el sanatlar1 gibi degil, zanaatle ilgili tabi ama iste ev i¢i iiretim deniliyor.

Iste evde yapilan...
G: Amator gibi ?

C: Yani amatdr...onlara professional amateur diyor bazilari. Iste dantel, oya,
yemek...iste bunlar bazen mikro girisimlere doniisebiliyor. Mesela iste bir kadin
calisiyor, 6teki kadin yemek yapiyor, onun evine yolluyor falan..ya da iste bir¢ok sey
var...hayatin1 boyle kazanan...topuna 200 liraya dantel oérenler falan. Neyse iste bu
bir nevi informal bir tiretim ve girisimcilik seyi. O benim ¢ok ilgimi ¢ekiyor, ¢iinkii
ben de herzaman yaptim bunu. Annem de yapar, anneannem de yapar falan...ve bu
bir sosyal sey aslinda. Yani o patternlarin exchange olusu, bu insanlarin birbirine
Ogretisi...o sey mesela, iletisim siirecinde birisi pazarlama yapamiyor mesela satis
becerileri yok. Iste otekine veriyor. O onu diikkanlara gétiiriiyor falan. Bu tip
seylerde ben tasarimcinin kendini bu tip ortamlara kendini, nasil sdyliyim, 6gretmen
olarak degil de, kendini daha g¢ok gomerek...onlarmm bakisini degistirebilecegini

diigiiniiyorum.
G: Yani kendini gdmmek derken...

C: Yani kendini gémmek derken, ben simdi tasarimciyim, sana bunlar1 6greticem
gibi degil de, onlarla birlikte calisarak. Ciinkii cesitli dernekler var aslinda, mesela
oraya gdtiiriip satabiliyor iste yaptig1 seyleri, ya da atolyelerde hep beraber iiretim

yapabiliyorlar. Soyleyebilecegim sey, Tiirkiye’nin yani inanilmaz derecede informal,
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yani Tirkiye’nin ekonomisinin %90’1 informal. Ondan sonra, &grenmenin ¢ok
biiyligli vocational, c¢iraklik {izerinden hala...ben iste boyle seylerle ilgileniyorum.
Yani higbirseyi olmadan kendi kendine iiretim yapan ve tasarim egitimi almamig
olup tasarim yapan. Yani benim ¢ikigim seydi aslinda...mesela annem is gii¢ sahibi
bir kadin ama birseyler her zaman yapmistir. Ama ben okula gitti§im siire boyunca
benden ona gecen seyleri hep gozlemledim. Ama sdylemeden. Yani ben evde proje
yapiyorum mesela. O da bilmemne yapiyor. Ondan sonra bende bir ilgi olustuktan
sonra arkadaslarima bir anket yaptim. Dedim ki size de oluyor mu boyle seyler. Ve
cok ilging seyler cikti. Mesela annesi projesini yapanlar, ondan sonra mesela bir
iiretim yontemi 6grendiginde kardesi birsey yapanlar. Ya da tasarimcilar arasinda sey
diyenler oldu. Iste bir teknik elemanla calisiyordum. Bir giin bir baktim o teknik
eleman ayni benim gibi yapmis. Yani bu tip hikayeler birikmeye basladi, ve ben de
sey hipotezini olusturdum...yani birsey geciyor farkinda olmadan..ne gectigini

bilmiyorum. Nasil gectigini de belmiyorum. Bunu iste aragtirtyorum.
C: Bunun sonucunda birgey dnerecek misin peki?

G: Evet bir yontem 6nermeyi diisiiniiyorum. SOyle, yavas yavas calismaya baglamay1
diistinliyorum. Check pointler olacak tabi, yani yavas yavas bakicam bir 6grenme
kaydediyor muyum, kaydetmiyor muyum.Ediyorsam, s6yle yaparsam daha iyi oluyor
mu...boyle bir cyclelar seklinde. Tabi benim bundan 6nce calistigim sey local
production du. Yani iste yerel {iretim, yerel kalkinma falan. Ve bu beni seye
getirdi...yani tasarimci mezun olduktan sonra yerel baglamlarda ¢alismak istiyorsa
bunun ilk adimi1 nedir? Bu insanlara yaklagmanin ilk adimi nedir. Buraya geldi. Evet

bir yontem Onerisi olacak umarim.

G: Burda amag o insanlara birsey saglamak aslinda degi mi...tasarimcinin bundan

alacagi sey ise manevi tatmin olacak.

C: Yani manevi...seyi bilemiyorum aslinda..yani STK’lar her meslekten insan
seciyorlar...onu bilemiyorum ama ...tabi yani manevi ¢iinkii kendisi sey ediyor, iste
ben local birsey yapmak istiyorum diye. Ama bu tabi seye doniisebilir, bir
kooperatife mesela, biitiin paydaglar para kazanabilir. Bunun seyleri de var yani
mesela mikro credit denen birsey var. Iktisadi seyleri de var ama ben o kisminm

bilmiyorum.

G: Tiirkiye’de peki akademik ortamda zanaat kavramina bakisi nasil buluyorsun?
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C: Aslinda iyi ama ¢ok kopuk. Mesela seyler var, mesela bir arkadasim bana sey
sOylemisti...bilmemne iiniversitesinde, Akdeniz {iniversitesinde mi ne mesela...bir
kadin, br hoca bu...biitiin Tiirkiye’yi gezerek kege sapkalari dokiimante ediyor.
Yapildiklar1 yere kadar falan herseyiyle. Mesela bu beim i¢in ¢ok kiymetli bir
bilgi...ama benim oldugum yer ile onun oldugu yer arasinda alaka yok. Ben ona

gitsem boye bdyle ne yapiyorsunuz siz deiye..bana boyle bakar heralde..
G: Bu hangi bolimmis..

C: Bu tekstil tasarimi boliimii sanirim.

G: Ve yani bunu o arkadasindan duymasan hig¢ haberin bile olmaz.

C: Tabi canim neler var. Adam Van’da Yiiziincii yil iiniversitesinde kafay1 birseye
takiyor mesela, ve senin bundan kesinlikle haberin olmuyor. Aslinda bu konularda
calisan ve bilen bircok insan var ama bir araya gelmek ¢ok zor oluyor. Imkansiz daha
dogrusu. Ben mesela o kegce yapan insanla konusamadim. Ayni sey...sey i¢in de
gecerli, kiz meslek liseleri ve olgunlasma enstitiileri. O kadar yetenekli insanlar
mesela ama hicbir sekilde yapilan seylere ulasmak...Yani ben suanda nasil birsey
olabilecegini sOyleyemiyorum ama iki tarafin da birbirine ihtiyac1 oldugu bence

kesin.
G: Aslinda craft council gibi birsey olsa...

C: Evet insanlarin gidip bagvuracagi ortak bir platform olsa mesela...Ondan sonra
yani aslinda ben basindan beri endiistriyel tasarimin higbir zaman sey olduguna
inanmadim...nas1l s0yliyim..yani bu kadar sanayiye dayali, yani baktiginda ilk olarak
sey goriiyorsun, fabrika, fabrika...ama aslinda ekonominin kdkiine baktiginda o kadar
informal, o kadar vocational, o kadar okulla alakasiz...tasarimda onun o kadar
disinda...ama o kadar da i¢inde olmas1 gerekiyor ki. Mesela bir dergi var bende, bir
tasarim dergisinin bilmemkacinci sayisi..boyle evden calisan bir kadin anlatiyor.
Once iste bilmemne diikkanina gotiirdiim yaptiklarimi, sonra iste bilmemne oldu,
sonra iste ameliyat oldum falan...sonra iste oturdum simdi ne yapabilirim dedim.
Yani bu aslinda o kadar kiymetli birsey ki hi¢ egitim almamis biri i¢in simdi ne
yapabilirim demek. Sonra birseyler yapmis, sonra mahalle kuaforlerine gotiirmiis
falan...yani brilliant yani anlatabiliyor muyum..sifirdan kendine hayat kuruyor
insanlar. Benim c¢ok ilgimi ¢ekmisti o dergide anlatilanlar. Mesela bir kadin sey

anlatryor iste...ben bu takilardan para kazandigim zaman o parayla bunlarin iste
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boncuklarin1 kendim yapmak igin sey aliyorum iste...mesela iste dnce plastik boncuk
kullantyormus...bunlar yani hi¢ egitim almamis insanlar yani liseye gitmisler mi
gitmemigler mi, ilkokul mezunu olma ihtimalleri ¢ok yiiksek. Sey diyor iste o
boncuklar1 kendim yapmak istedim, parcalar1 gimiisten yapmak istedim...ve yapiyor
iste. Iste bu tip seyler ve benim kisisel olarak da sanayiye bakisim ve iste endiistriyel
tasarim okumam buraya getirdi. Yani zanaat, bu biraz klise olacak ama o kadar c¢ok,
o kadar genis, fokurdayan bir kaynak ki, post endiistriyel toplumlarda yok aslinda
bitmig gibi...baksan onlarda daha ¢ok goziikiiyor ¢linkii destek var. Yok iste birsiirii
kurumlar var...ama bizdeki bu zenginlik...sey bana cok sagcma geliyor mesela iste
preindustrial toplumda bunlar vardi, sonra industrial olduk, simdi postindustrial
olduk ve tekrar diriltmeye ¢alig falan. Bir de sey var, benim mesela birlikte ¢alistigim
bir insan, Nicola Wood...0lmekte olan craftlar1 yapanlarla ¢alisip, klipler yapiyor, ve

bu klipleri instruction yapiyor yani yaymak ig¢in.
G: Bir de son olarak craft ve aktivism konusu var.

C: O konuda Otto’nun tezi var mesela ona bakabilirsin. Mesela, Nike’in bir
kampanyas1 var mesela. Herkes o biiylik Nike isaretinin bir pargasini drilyor ve onu
merkeze yolluyorlar, onlar orda dikiliyor. Var yani..Bir de tasarim ve craft
konusu...yani Ingiltere’de mesela tasarimi cok i¢ ice goriiyorlar carftla, egitim
programlari da Oyle. Cok hands-on yani orda tasarim. Design research de Oyle
mesela hep practice based. Hepsi 0yle yani o kadar craft oriented, o kadar...Chris
Rust’a sorsan benim ordaki supervisor um mesela tasarimin craft oldugunu soyler.

Bence de dyle.

G: Ama iste belki de seyi de ayirmak gerekiyor, tasarimla endiistriyel tasarimu.
C: Dogru evet. Yani o mesela seye de craft diyor...doktorlar falan craft yani.
G: Tip doktorlar?

C: Evet. Ameliyat yapmak craft mesela. Genelde o kafadalar, bu kavrami ilging ele

aliyorlar. Dgru aslinda yani ameliyat kapmak falan en agir craft aslinda.

INTERVIEW WITH GONUL PAKSOY
G: Giines Kocabag

GP: Goniil Paksoy
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G: Biraz yaptiginiz isten, calisma tarzinizdan bahseder misiniz?

GP: Burdaki kumaslarin %90°1 eski, eski Osmanli kumaslari. O eski kumaslarin
yeniden hayata dondiiriilmesi, tiretime katilmasi i¢in bir takim iglemler
yapiyoruz...konservasyon, restorasyon, renovasyon, bunun gibi iglemler yapiyoruz.

Ve sonra boyaniyor, dogal boya yapiyoruz.
G: Kendi atdlyenizde mi yoksa digarda nm1?

GP: Evet..yok disarda degil, kendime ait yerlerde yapiyorum. Her igsimi kendime ait
yerlerde yapiyorun. ..Bu...yani tabii ki eskiden yapilan boya zanaatti. Ama ben
kimya miihendisiyim. Universite’de ogretim iiyesiydim, kimya béliimiinde,
Cukurova Universitesinde. Benim masterim sentetik boyalarla ilgiliydi, ama
doktoram dogal boya. Once..yani sondan basa dogru gitmek gibi birsey ama ciinkii
bir tanesi ¢ozlimlenmis, digeri ¢éziimlenmemis. Coziimlenmemisi anlayabilmak i¢in
¢oztimlenmisten baslamak gerekiyor. Dogal boyay1 bir zanaat gibi degil de..daha
bilimsel bakarak, o anlayisla yapiyorsunuz. Onun i¢in zanaata goére konumunu
bilemiyorum. Ama benim yaptigim isin bilim ve sanatin bir ortak noktast oldugunu
diisiiniiyorum. Yani ikisinin birbirine katki sagladigi bir noktada...hep istedigim de

buydu.
G: Bu egitiminiz disinda tasarim yanini1 da kendiniz mi gelistirdiniz?

GP: Tasarim yanin1 da soyle soyliyim, ben kimya okudum ama liseyi bitirdigim
zaman tercihim 50-50 idi. Kimyay1 da istiyordum, onu da istiyordum. Ikisine birde
gidebilme sansim yoktu. Ama ben kimya okudum. Akademi’de derslere gittim.
Dinger beyin atdlyesine gittim, ve Dinger Bey’in biraz seyi de oldu...benim
matematik kafam olsa miihendis olurdum diye falan destekledi de. Cok iyi bir
yerdesin, yeniden akademiye girerek degisme dedi. Daha 6ncesinde de zaten resimle
ilgili baz1 uluslararasi1 derecelerim vardi. Yetenegimin ben de farkindaydim, ailemde
farkindaydi ve bunu hep desteklediler de... ki kardesim de sanatci, onlar ama
akademide okudular. Erkekler akademide okudu. Ben miihendislik okudum. Genetik
olarak biraz sansliyiz galiba ailecek. Bu sonraki jenerasyonda da devam ediyor.
Kardesimin ¢ocuklar1 da ¢ok yetenekli. Ben onlar igin bir proje yaptim...bez bebek
yaptim. Kerdesimin 2 ¢ocugu, biri o zaman bes yasinda, biri yedi yasindaydi. Bu

ikisinin resimlerinde sectigim bazi karakterleri bez bebek yaptim. Isimleri onlar
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koydu, renkleri onlar segti. Ben onlara belki bin tane kumas gonderdim...Sonunda
bunun ¢ok ciddi bir noktaya geldigini gordiik. Denemeler ¢ok iyi oldu. Benim
atdlyemde yapiliyorlardi. Tamami elde yapiliyor ama. Iste sonra da bez heykeller
diye bir sergi yaptik. Burda bu magazanin dortte iiciinii kullandik. 1 ay ig¢in

planlamistik ama 3.5 ay siirdii...¢linkii o kadar ¢ok istek vardi ki..
G: Satig yapildi m1?

GP: Hayir satmadik. Ama daha sonra Borusan’da bir sergi yapildi. Orada 4 karakteri
cogalttik ve egitime katki amagh sattik. Bir kiitiiphane yaptik. Daha sonra da sattik,
yine ayni amagla. Daha sonra yeni karakterler de ekledik. Onlar1 bros olarak sattik.
Bu kadar sevilen birsey oldugunu diisiinemiyorum....dlinyanin heryerinden....Ve ¢ok
giizel bir kitap yaptik. Tasarim kitabi. Cocuklara degil ama yetigkinlere. Cocuklar
cocuklarin ¢izdigi seyleri begenmezmis. Biiyliklerinkini begeniyor. Biiyiikler de
cocuklarinkini begeniyor. Boyle bir terslik de var..Yani ailedeki sey bu...ben mesela
yatili okulda okuyordum ve el isi dersleri vardi, hani boyle birseyler 6gretirler falan
ya. Ben o6rgii ormiistiim bir tane, bir kazak 6rdiim. Sonra bana arkadaslarim dedi ki, o
kadar avangartt1 ki o kazak benim giymem miimkiin degildi...fakat sen onu o kadar
rahat giyiyordun ki...Ben kol yapmay1 bilmiyordum, ve oOriilmiis seyler goriince
insanlarda o kollar1 da begenmiyordum Oyle. Ben onu diimdiiz 6rdiim iste renkliydi
falan bi kolu bagka renk bi kolu baska renk. Avangartlig1 da ordaydi belki, insanlar
daha diiz renk seylere aliskin oldugu i¢in...ben onu dyle 6rdiim. Yani bugun yaptigim
kazaklar da aslinda onun benzeri..Yani iste boyle ben bir egitim almamis olmama
ragmen dikis biliyordum. Herhalde baz1 yetenekleriniz varsa ve onu farkediyorsaniz,
onu bir sekilde ortaya ¢ikarabiliyorsunuz. Ya da aileden veya ¢evreden destek alarak
cikaranlar var. Bez bebeklerin amaci da buydu. Yetenekler kaybolmasin, el verin
cocuklara. Cocuklarin desteklenmesi lazim. Biz sansliydik diye diisiiniiyorum.

Yeteneklerimize saygi gosteren, destek olan bir aile... Tasarim kismi biraz boyle...
G: Ama siz kendinizi nasil tanimliyorsunuz, tasarimer mi sanatgt mi?...

GP: Suan kendimi..yani boyalarimi hala kendim yapiyorum. Elbette bilim insani

tarafimn...bir akademisyen oldugumu asla unutmadim...
G: Derse de giriyorsunuz hala..

GP: Derse de giriyorum ama isin ilging yani, kimyaya girmiyorum artik giysi

tasarimima giriyorum. Giysi tasariminda bir yildir da siirdiiriilebilir tasarim
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anlatiyorum. Teknik Universite’de de boyle bir seminer vermistim hatta. Ayla
Odekan’in doktora &grencileri icin istedigi birseydi. Bir doniisiim projesi olarak
diisiindiik bunu...koleksiyondan kreasyona..Burdan, geleneklerden bu noktaya nasil
gelinir, onu anlattim. Simdi de ¢esitli iiniversitelerden boyle davetler aliyorum, yani

surdurulebilirlik....

G: Siirdiiriilebilirlik agisindan...yani ama burda aslinda kitlelerin kullanabilecegi bir

iirinden bahsetmiyoruz.

GP: Ama yani soyle birsey var. Tabi ki kitlelerin kullanabilecegi seyler degil. Ama
bireyler eger bunlar1 kullanmaya baslarsa zaten kitlesel bir olay cikacak ortaya.
Diinyayi tek tek tiiketiyoruz. Herkes kendi ¢apinda birsey yaparsa zaten bu toplumsal

boyuta ulasir. O bilincin yerlesmesi dnemli.
G: Burda siirdiiriilebilirlik olarak ele eldiginiz dogal boya kullanilmas1 m1?

GP: Simdi dogal boya kullanimi tabii ki geleneksel bir yontemin siirdiiriilebilirligi,
gelecege aktarilmasi falan..ama onun diginda ben 6lmek iizere olan kumaslari
yasatmaya calistyorum. Bunlar sanat tarihi agisindan, kiiltiir tarihi agisindan énemli
kumaglar. Artik kiigliciik bir parcast miizayedelerde satilirken biz onlar1 ¢ope

atiyoruz. Ve simdi burda bizim yaptigimiz iste hi¢ kumas atigimiz yok bizim. Sifir.
G: Nasil oluyor o kesilen pargalar falan..

GP: Herseyi kullaniyoruz. Simdi mesela 6grencilerin bir kismi bu sOmestry
fabrikalardaki veya doseme atdlyelerindeki atiklarla calistilar. Atiklar1 bir hammadde
kaynagi olarak kullanmalarini istemistik...Suanda da TRT’nin yutdigina da yayin
yapan bir kanali var yeni yayma baslayacak. Orda bir tasarim programi var. O
program icinde de her hafta bir bes dakikalik bolim benden istediler.
Stirdiiriilebilirligi anlaticam. Ama siirdiiriilebilirligi anlatirken biraz daha atiklarin
azaltilmasi, kaynaklarin dogru kullanilmasi, dolayisiyla yani diinyayr ekonomik
kullanmak, kaynagi dogru kullanmak...Simdi bunu yaptiginiz zaman..bu bir
konfeksiyon olarak yapilsaydi belki 500 liraya satilacak birseydi ama bu simdi 5000
liraya satilacak birsey oluyor. Yani katma degeri yiiksek {iriinler elde ediyorsunuz.
Sanatsal iiriinler yaptiginiz zaman zaten onun yasam siiresi kendiliginden uzuyor.
Onu alan kisi artik sahip oldugu seyin ne oldugunu biliyor. Elimdekini yeni birseyle
degistireyim, onlar1 vereyim, plasitk alayim falan demiyor artik. Dogal malzeme

kullantyoruz, tamamen dogal malzeme. Bazi ¢ok ender fermuar kullandigimiz sey
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var, ¢antalarda falan var. Onun disinda fermuarli bir etek bile yapmiyorum ben.
Cogunlukla anveloplar falan yapiyorum, yahut iistlerine gore ayarliyorum...dogay1
kirletecek herhangi bir atugimiz yok. Ve tabi tasarimda gelenekselden ¢ikip oraya
gelmek bir avantaj, ¢linkii ne sizi etkiliyorsa ordan basliyorsunuz. Ben mesela gorsel
olarak tekke giysilerinin sadeliginden etkilendim, ordaki matematik diizen ¢ok
Oonemliydi. Matematik hayatta da c¢ok Onemli, benim islerimde de...ben bunu
calisanlarimdan birine versem, al bunu kes desem, onlar ayn1 kumagstan ayni seyi

¢ikaramazlar.
G: Siz biitlin kesimleri kendiniz mi yapiyorsunuz?

GP: Eski olan seylerde daha ¢ok kendim kesmeye calistyorum. Son zamanlarda pek
kesmiyorum ama simdi de tek tek ciziyorum en kiiciik ayrintiya kadar...ki benim

atolyemin biiyiik kismi Adana’da..kargoyla gidiyor.
G: Neden Adana?

GP: Yani Istanbul is ahlaki agisindan bana uygun degil. Orda kontrol edebilecek
kardesim var, o kontrol ediyor. Ama hepsi kiz meslek liselerini bitirmis...onlara da
siiper bir is imkam saglandi. Ve ¢ok sasirtyorlar onlar da bana nasil bunu
diisiindiiniiz de yaptimiz diye...bir tane eski kumasi yeni kumasin i¢ine koyup birsey
yapmigtim. Hapishane koymuslar adini....neyse dolayisiyla koruyuculuk, iste yarina
aktarmak, saklamak..iste hem atiklar1 azaltmak, hem onu hammadde kaynag1 olarak
kullanmak, hem de daha kalic1 birsey yapmak. Yani modanin tiikettigi bir {iriin
yapmadigim i¢in bunu on sene de giyebiliyorlar. Ama modada dyle degil. Trendler
dogrultusunda birsey yapmak zorundasiniz. Bir 6rnek var dyle yaptigim...o da iinlii
bir marka benden kolleksiyon istedi...cok zor durumdaydilar, yapmak zorunda
kaldim. Onceki krizde..Italya’da yaptiracaklarken yaptirma sanslari kalmad: falan.
Tasarimeilart da bir arkadasimdi...ben onlara yardim ettim. Istedikleri bir trikolar
vardi...bunun i¢in gittim iste Gaziosmanpasa’da atdlyeler falan var. Adama iste
gosteriyorum, ben bu ipi kullanmak istiyorum...adam Oriiyor boyle 1 metre 2
metre...kesiyor...ve gerisini atiyor. Yani bir tane kazak yerine li¢ kazaklik sey atiyor.
Ben dedim...karar verdim dedim ki ben bunu yapmiycam... yapamam... bana aykiri
birsey bu. Aradim, yapamiycam ¢iinkii benim gonliim buna razi degil...ama
istiyorsaniz elde yapayim dedim. Olur mu..olur. Oyle de yaptim. Cok gok begendiler.
Tabi ki eldeki sey gibi degil...obtirii gibi...obiirlinde ayni kaliba uymak i¢in hepsi
ayni cikiyor..elde boyle hosluklar oluyor. Ve bir ay icinde koleksiyonlarinin
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tamamin1 sattilar..benim hazirladigim. Ama bir elestiri almisalrdi. Biraz fazla Gondil

Paksoy olmamigsmisiniz diye, bu kadar da taklit edilir mi diye..
G: Bilmiyorlar miydi?

GP: Bagkasi bilmiyor...yani bir dyle bir olay yasadim. Ama onun diginda hi¢ atikli

bir is yapmadim.
G: Peki endiistriyel iiretimde bunu saglamanin bir yolu yok mu?

GP: Soyle...endiistriyel iiretimde onun sonradan bir kismui niteliksiz tekstil olarak
kullaniliyor, yani endiistriyel keceler falan yapiminda kullaniliyor. Fakat, tabi yazik

yani diinya hep kendini tiikketiyor.

G: Yani ben bir de alim giicii olarak da sonugta tasarimlarinizi belli bir seviyedeki

insanlar alabilir ancak...siirdiiriilebilirlik acisindan...

GP. Simdi ben iki sey yaptim. Burda tabi ki yiiksek maliyetleri, zaten kumas1 ¢ok
degerli. Ama bunu almak isteyen ama bu kadar parasi olmayan insanlar var. O zaman
ne yapabilirim...ikinci birsey yaptim. Orda yeni kumas ama kiiciik bisi artik buradan
falan onu ekonomik olarak degerlendirdigim icin ona atiklar1 kullaniyormus gibi
hiseetim. Orda burdan c¢ok farkli fiyata, yani tabi konfeksiyona gore yine pahali
ama...ne biliyim tiyarto sanat¢ilarinin, {iniversitedeki 6gretim iiyelerinin, yahut boyle
daha entellektiiel insanlarin, ama orta sinifin rahat aligveris edebilecegi bir yer haline
geldi. Orda da ama ayni sey var. Tek parca..yine atik yok...Dolayisiyla ordan
aligveris edenler daha ¢ok. Burasi da sergi agan, iste daha ¢ok diinyada sayis1 az olan
insan diyim...onlar altyor. Ama normal arkadaslarim i¢inden de alanlar var. Sey
diyor zaten miicevher yerine bunu aliyorum diyor. Onu kullanamiycam bunu
kullanirim. Ya da bazilar1 hem duvara asiyor, iistiine de giyiyor. Hem dekorasyonda
bir obje olarak kullaniyor. Ama bunlar daha ¢ok sergi olarak, daha ¢ok yurt disinda,
genellikle karsi iilkenin kiiltiir bakanligimin istegiyle. Bir tane Japonya ‘da Tiirk
yilinin kapanis sergisiydi. 13 giinde 17 bin kisi gezdi ki bu Japonya i¢in bile

rekormus.

G: Yani biraz zanaat modern sistem i¢inde biraz elit tiikketim ve daha tasarimin sanata

kayan bir kismina denk geliyor sizin islerinizde.

GP: Evet, evet...simdi orda zanaat olarak aldigimiz sey de tartisilir aslinda sanat mi

zanaat m1? O nedenle ben simdi o tekstili zaten evde dokuyor..ben onu dokuyana
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zanaatkar diyemiyorum. Yani o hali tamamen onun yarattig1 birsey...kilim 6zellikle,
kilim hi¢ onu dokuyanla..benim ilk c¢aligmalarim halilardaki boyama
problemlerinden kaynaklanan sorunlari ¢6zemekti...orda nasil ressam tuvalin

karsisina gecip resim yapiyorsa o da kilim dokuyor.

G: Ha siz 0 zaman zanaat1 yaraticiliktan arinmis birsey olarak goriiyorsunuz.
GP: Hayir yaraticiliktan arinmis degil,,,

G: O insana zanaatkar diyemiyorum dediginiz i¢in..

GP: Sanatkar diyorum...zanaat bir teknik evet...Yani ona bakarsaniz o zaman ressam

da zanaatkar...tasarimc1 da zanaatkar...zanaatkar m1 sanatkar mu...
G: Zanaatin bir tanimin1 yapmaniz gerekse..

GP: Yani zanaatin bir tanimini yapmak benin anlayisimda zor ama..sOyle
diyim..ordaki zanaat sadece bir teknigin uygulanabilirligini saglamak sedece...ama
halbuki onu dokuyan ona baska seyler katiyor, orda rengi baskasi ayarlamiyor. Simdi
iste renk i¢in uzamanlar var, ¢izenler var, tasarimcilar var...ama o zaman yok bdyle
birsey. Peki bunlar neydi...bence onlar tasarimciydi. Onlar da giysi yapiyordu ve

bugiin onlarin yaptig1 giysiler halen ayaktayken bizimkiler iki giinde bitiyor. Copliik.
G: Zaten tasarim tarihine baktigimizda tasarimin baglangici o insanlar.

GP: Evet. Bakin, altin devrini yasamig tekstil yani biitiin bu kumaslarin dokundugu
zamanlarda. Ben bazen diyelim ki bir taki...bunu nasil yapmis diye...bu sadece zanaat
degil, bu ustalik degil sadece, onun ruhundan kattig: birseyler var. Ikisi de aym
egitimi altyor ama ayni seyi yapamiyor mesela...yetenekleri farkli. E yetenekleri ile
farkli birseyler yapanlar varsa neden onlara sadece zanaatkar diyoruz, bence orda bir
yanlis var. Onun igin hi¢ zanaat diye diisinmedim, benim icin hepsi sanatc1. (igne
oyasl iizerinde 6rnekler veriyor) Ama benim i¢in i¢inde teknik birseyler de varsa, bir
tasarim varsa...yani diyelim ki bir ayakkabi kalibi..evet bunu bir ayakkab1 yapmak
i¢cin bir zanaatkar yapmis diyelim. Ama adam ayakkab1 kalib1 degil heykel yapmus.
Ona ne diyelim. Sanaatkar oluyor iste. Bir tanesi zanaatkar, rutini yapiyor. Ama ne

bileyim iste burda gordiigiiniiz bir ayakkabi kalib1 (kalib1 gosteriyor)..
G: Bu eski birsey galiba?

GP: Evet eski. Simdi plastik kaliplar var, bunlardan yok. Normal olarak bunu

yapmasi gerekmiyor. Normalde bunlar tek parga..ama o kadar giizel seyler
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yapmislar ki mesela parcali yapmis onlar1 biiyiiltityor kiigiiltiiyor. Onun i¢in aliyorum
bunlar1 mesela bunlar1 almak istiyorum, yani birgiin biri bundan yararlanarak baska
birsey diisiinebilir diye. illa benim diisinmem sart degil. Yani bugune kadar
yasamigsa bundan sonrasina da benim katkim olsun diye aliyorum bunlari. Boyle
birsiirli seyi...hakkaten beni etkileyecek birsey varsa aliyorum. Yani zanaatkarla
sanatkar arasinda boOyle bir ikilem yasaniyor bence bir ¢eliski de var. Dogru, o
insanlar kendilerine hi¢bir zaman sanatkar demediler. Zanaatkar dediler. Simdi
Mimari’de bakin. Sinan’1 gecen oldu mu? O mimari okumamisti.Ne diyceksiniz, yok
sen zanaatkarsin surda dur falan mi..yok Oyle birsey. Yani sanati smirlamanin
imkan1 yok bence. Simdi mesela bdyle bir elbise on bin liraysa...e ben resim yapsam
bundan daha g¢abuk yaparim. Daha kolay da yaparim. Resmi de onbin liraya
satmazsin, daha pahaliya satarsin. Ben kendim i¢in sdylemiyorum bunu, ben zaten
hep sanat¢t muamelesi goriiyorum, kendi konumumu da gayet bilen biriyim. Ama
higbir zaman bilimden kopan olmadim...benim i¢in bilim ve sanat birbirini

dengeliyor. (Kap1 calar)
GP: Bagka 6grenmek istedigin birsey?

G: Yani kafamdaki seyleri konustuk asagi yukari. Aslinda bir de el iiretimi teknoloji

iligkisi lizerine ayrica konusulabilir ama sizin zaten seri iiretimle bir ilginiz yok.

GP: Yok seri liretimle birsey yapmiyorum. Yani seri iiretim beni sikar. Ama onun
disinda yei dokuma yonyemleri..yeni bir kumasi illa dokuyarak yapmak gerekmiyor,
tabii ki her zaman bunlar var..

G: Teknolojinin devreye girdigi..

GP: Teknoloji her zaman var. Yani zatan kimya miihendisligi...ben bunlarin rengiyle
de oynuyorum, dokusuyla da oynuyorum. Orda devreye giriyor. Bunlarin korunmast,
konservasyonu..bunlar teknoloji olmadan artik hayatinin kolay olmuyor...ama
sanatsal boyutunu etkileyecek bir teknolojik destek degil bu...sadece destek.

Yasamalarini saglamak i¢in.
G: Anladim. Peki, ¢ok tesekkur ediyorum.

GP: Rica ederim. Ben tegekkiir ediyorum.
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INTERVIEW WITH GONUL PAKSOY
G: Giines Kocabag

GP: Goniil Paksoy

G: Biraz yaptiginiz isten, calisma tarzinizdan bahseder misiniz?

GP: Burdaki kumaglarin %90°1 eski, eski Osmanli kumaslari. O eski kumaglarin
yeniden hayata dondiiriilmesi, tretime katilmasi ic¢in bir takim islemler
yapiyoruz...konservasyon, restorasyon, renovasyon, bunun gibi islemler yapiyoruz.

Ve sonra boyaniyor, dogal boya yapiyoruz.
G: Kendi atdlyenizde mi yoksa digsarda mi1?

GP: Evet..yok disarda degil, kendime ait yerlerde yapiyorum. Her isimi kendime ait
yerlerde yapiyorun. ...Bu...yani tabii ki eskiden yapilan boya zanaatti. Ama ben
kimya miihendisiyim. Universite’de ogretim iiyesiydim, kimya b&liimiinde,
Cukurova Universitesinde. Benim masterim sentetik boyalarla ilgiliydi, ama
doktoram dogal boya. Once..yani sondan basa dogru gitmek gibi birsey ama ¢iinkii
bir tanesi ¢ozlimlenmis, digeri ¢oziimlenmemis. Coziimlenmemisi anlayabilmak igin
¢Oziimlenmisten baslamak gerekiyor. Dogal boyay1 bir zanaat gibi degil de..daha
bilimsel bakarak, o anlayisla yapiyorsunuz. Onun i¢in zanaata gore konumunu
bilemiyorum. Ama benim yaptigim isin bilim ve sanatin bir ortak noktasi oldugunu
diisiiniiyorum. Yani ikisinin birbirine katki sagladigi bir noktada...hep istedigim de

buydu.
G: Bu egitiminiz diginda tasarim yanini da kendiniz mi gelistirdiniz?

GP: Tasarim yanin1 da sdyle soyliyim, ben kimya okudum ama liseyi bitirdigim
zaman tercihim 50-50 idi. Kimyay1 da istiyordum, onu da istiyordum. Ikisine birde
gidebilme sansim yoktu. Ama ben kimya okudum. Akademi’de derslere gittim.
Dinger beyin atdlyesine gittim, ve Dinger Bey’in biraz seyi de oldu...benim
matematik kafam olsa miihendis olurdum diye falan destekledi de. Cok iyi bir
yerdesin, yeniden akademiye girerek degisme dedi. Daha 6ncesinde de zaten resimle
ilgili baz1 uluslararast derecelerim vardi. Yetenegimin ben de farkindaydim, ailemde
farkindaydi ve bunu hep desteklediler de...dki kardesim de sanatgi, onlar ama

akademide okudular. Erkekler akademide okudu. Ben mithendislik okudum. Genetik
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olarak biraz sansliyiz galiba ailecek. Bu sonraki jenerasyonda da devam ediyor.
Kardesimin c¢ocuklar1 da ¢ok yetenekli. Ben onlar igin bir proje yaptim...bez bebek
yaptim. Kerdesimin 2 ¢ocugu, biri o zaman bes yasinda, biri yedi yasindaydi. Bu
ikisinin resimlerinde sectigim bazi karakterleri bez bebek yaptim. Isimleri onlar
koydu, renkleri onlar secti. Ben onlara belki bin tane kumas gonderdim...Sonunda
bunun ¢ok ciddi bir noktaya geldigini gordilk. Denemeler ¢ok iyi oldu. Benim
atdlyemde yapiliyorlardi. Tamamui elde yapiliyor ama. Iste sonra da bez heykeller
diye bir sergi yaptik. Burda bu magazanin dortte iicini kullandik. 1 ay igin

planlamistik ama 3.5 ay siirdii...ciinkii o kadar ¢ok istek vardi ki..
G: Satis yapildi mi1?

GP: Hay1r satmadik. Ama daha sonra Borusan’da bir sergi yapildi. Orada 4 karakteri
cogalttik ve egitime katki amach sattik. Bir kiitliphane yaptik. Daha sonra da sattik,
yine ayn1 amagla. Daha sonra yeni karakterler de ekledik. Onlar1 bros olarak sattik.
Bu kadar sevilen birsey oldugunu diisiinemiyorum....dlinyanin heryerinden....Ve ¢ok
giizel bir kitap yaptik. Tasarim kitabi. Cocuklara degil ama yetiskinlere. Cocuklar
cocuklarin ¢izdigi seyleri begenmezmis. Biiyiiklerinkini begeniyor. Biiyiikler de
cocuklarinkini begeniyor. Boyle bir terslik de var..Yani ailedeki sey bu...ben mesela
yatil1 okulda okuyordum ve el isi dersleri vardi, hani boyle birseyler 6gretirler falan
ya. Ben orgii 6rmiistiim bir tane, bir kazak 6rdiim. Sonra bana arkadaglarim dedi ki, o
kadar avangartti ki o kazak benim giymem miimkiin degildi...fakat sen onu o kadar
rahat giyiyordun ki...Ben kol yapmay1 bilmiyordum, ve Oriilmiis seyler goriince
insanlarda o kollar1 da begenmiyordum Oyle. Ben onu diimdiiz 6rdiim iste renkliydi
falan bi kolu baska renk bi kolu baska renk. Avangartlig1 da ordaydi belki, insanlar
daha diiz renk seylere aliskin oldugu i¢in...ben onu dyle 6rdiim. Yani bugun yaptigim
kazaklar da aslinda onun benzeri..Yani iste boyle ben bir egitim almamis olmama
ragmen dikis biliyordum. Herhalde bazi yetenekleriniz varsa ve onu farkediyorsaniz,
onu bir sekilde ortaya ¢ikarabiliyorsunuz. Ya da aileden veya ¢evreden destek alarak
¢ikaranlar var. Bez bebeklerin amaci da buydu. Yetenekler kaybolmasin, el verin
cocuklara. Cocuklarin desteklenmesi lazim. Biz sanshiydik diye diisiiniiyorum.

Yeteneklerimize saygi gosteren, destek olan bir aile... Tasarim kismi biraz boyle...
G: Ama siz kendinizi nasil tanimliyorsunuz, tasarimci mi1 sanat¢i mi?...

GP: Suan kendimi..yani boyalarimi hala kendim yapiyorum. Elbette bilim insani

tarafimin...bir akademisyen oldugumu asla unutmadim...

261



G: Derse de giriyorsunuz hala..

GP: Derse de giriyorum ama isin ilgin¢g yani, kimyaya girmiyorum artik giysi
tasarimina giriyorum. Giysi tasariminda bir yildir da siirdiiriilebilir tasarim
anlatiyorum. Teknik Universite’de de bdyle bir seminer vermistim hatta. Ayla
Odekan’m doktora dgrencileri icin istedigi birseydi. Bir doniisiim projesi olarak
diisiindiik bunu...koleksiyondan kreasyona..Burdan, geleneklerden bu noktaya nasil
gelinir, onu anlattim. Simdi de ¢esitli tiniversitelerden boyle davetler aliyorum, yani

surdurilebilirlik....

G: Siirdiiriilebilirlik agisindan...yani ama burda aslinda kitlelerin kullanabilecegi bir

tiriinden bahsetmiyoruz.

GP: Ama yani soyle birsey var. Tabi ki kitlelerin kullanabilecegi seyler degil. Ama
bireyler eger bunlar1 kullanmaya baslarsa zaten kitlesel bir olay c¢ikacak ortaya.
Diinyay1 tek tek tiiketiyoruz. Herkes kendi ¢capinda birsey yaparsa zaten bu toplumsal

boyuta ulagir. O bilincin yerlesmesi dnemli.
G: Burda siirdiiriilebilirlik olarak ele eldiginiz dogal boya kullanilmasi mi?

GP: Simdi dogal boya kullanim1 tabii ki geleneksel bir yontemin siirdiiriilebilirligi,
gelecege aktarilmasi falan..ama onun disinda ben O6lmek iizere olan kumaslari
yasatmaya calistyorum. Bunlar sanat tarihi agisindan, kiiltiir tarihi acisindan 6nemli
kumaglar. Artik kiicliciikk bir parcast miizayedelerde satilirken biz onlar1 ¢ope

attyoruz. Ve simdi burda bizim yaptigimiz iste hi¢ kumas atigimiz yok bizim. Sifir.
G: Nasil oluyor o kesilen parcalar falan..

GP: Herseyi kullantyoruz. Simdi mesela Ogrencilerin bir kismi bu sdmestry
fabrikalardaki veya doseme atdlyelerindeki atiklarla calistilar. Atiklar1 bir hammadde
kaynag1 olarak kullanmalarmi istemistik...Suanda da TRT’nin yutdisina da yayin
yapan bir kanali var yeni yayima baslayacak. Orda bir tasarim programi var. O
program icinde de her hafta bir bes dakikalik bolim benden istediler.
Stirdiiriilebilirligi anlaticam. Ama siirdiiriilebilirligi anlatirken biraz daha atiklarin
azaltilmasi, kaynaklarin dogru kullanilmasi, dolayisiyla yani diinyayr ekonomik
kullanmak, kaynagi dogru kullanmak...Simdi bunu yaptiginiz zaman..bu bir
konfeksiyon olarak yapilsaydi belki 500 liraya satilacak birseydi ama bu simdi 5000
liraya satilacak birsey oluyor. Yani katma degeri yiiksek triinler elde ediyorsunuz.

Sanatsal iirlinler yaptiginiz zaman zaten onun yasam siiresi kendiliginden uzuyor.
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Onu alan kisi artik sahip oldugu seyin ne oldugunu biliyor. Elimdekini yeni birseyle
degistireyim, onlar1 vereyim, plasitk alayim falan demiyor artik. Dogal malzeme
kullantyoruz, tamamen dogal malzeme. Bazi ¢ok ender fermuar kullandigimiz sey
var, ¢antalarda falan var. Onun disinda fermuarl bir etek bile yapmiyorum ben.
Cogunlukla anveloplar falan yapiyorum, yahut {istlerine gore ayarliyorum...dogay1
kirletecek herhangi bir atugimiz yok. Ve tabi tasarimda gelenekselden c¢ikip oraya
gelmek bir avantaj, ¢linkii ne sizi etkiliyorsa ordan basliyorsunuz. Ben mesela gorsel
olarak tekke giysilerinin sadeliginden etkilendim, ordaki matematik diizen ¢ok
onemliydi. Matematik hayatta da ¢ok Onemli, benim islerimde de..ben bunu
calisanlarimdan birine versem, al bunu kes desem, onlar aynm1 kumastan aynm seyi

¢ikaramazlar.
G: Siz biitlin kesimleri kendiniz mi yapiyorsunuz?

GP: Eski olan seylerde daha ¢ok kendim kesmeye ¢alistyorum. Son zamanlarda pek
kesmiyorum ama simdi de tek tek ¢iziyorum en kii¢iik ayrintiya kadar...ki benim

atolyemin biiyiik kismi Adana’da..kargoyla gidiyor.
G: Neden Adana?

GP: Yani Istanbul is ahlaki agisindan bana uygun degil. Orda kontrol edebilecek
kardesim var, o kontrol ediyor. Ama hepsi kiz meslek liselerini bitirmis...onlara da
siiper bir is imkan1 saglandi. Ve ¢ok sasirtyorlar onlar da bana nasil bunu
diislindiiniiz de yaptiniz diye...bir tane eski kumasi yeni kumasin igine koyup birsey
yapmistim. Hapishane koymuslar adini....neyse dolayisiyla koruyuculuk, iste yarina
aktarmak, saklamak..iste hem atiklar1 azaltmak, hem onu hammadde kaynagi olarak
kullanmak, hem de daha kalici birsey yapmak. Yani modanin tiikettigi bir iiriin
yapmadigim i¢in bunu on sene de giyebiliyorlar. Ama modada dyle degil. Trendler
dogrultusunda birsey yapmak zorundasiniz. Bir 6rnek var dyle yaptigim...o da iinlii
bir marka benden kolleksiyon istedi...cok zor durumdaydilar, yapmak zorunda
kaldim. Onceki krizde..italya’da yaptiracaklarken yaptirma sanslar1 kalmadi falan.
Tasarimeilar1 da bir arkadasimdi...ben onlara yardim ettim. Istedikleri bir trikolar
vardi...bunun ic¢in gittim iste Gaziosmanpasa’da atdlyeler falan var. Adama iste
gosteriyorum, ben bu ipi kullanmak istiyorum...adam oOriiyor boyle 1 metre 2
metre...kesiyor...ve gerisini atiyor. Yani bir tane kazak yerine ii¢ kazaklik sey atiyor.
Ben dedim...karar verdim dedim ki ben bunu yapmiycam... yapamam... bana aykir1

birsey bu. Aradim, yapamiycam ¢iinkii benim goénliim buna razi degil...ama
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istiyorsaniz elde yapayim dedim. Olur mu..olur. Oyle de yaptim. Cok cok begendiler.
Tabi ki eldeki sey gibi degil...obiirli gibi...obiirlinde aymi kaliba uymak i¢in hepsi
aynt ¢ikiyor..elde bdyle hosluklar oluyor. Ve bir ay iginde koleksiyonlarinin
tamamin1 sattilar..benim hazirladigim. Ama bir elestiri almigalrdi. Biraz fazla Goniil

Paksoy olmamismisiiz diye, bu kadar da taklit edilir mi diye..
G: Bilmiyorlar mrydi?

GP: Bagkasi bilmiyor...yani bir dyle bir olay yasadim. Ama onun disinda hi¢ atikl

bir is yapmadim.
G: Peki endiistriyel iiretimde bunu saglamanin bir yolu yok mu?

GP: Soyle...endiistriyel iiretimde onun sonradan bir kismi niteliksiz tekstil olarak
kullaniliyor, yani endiistriyel kegeler falan yapiminda kullaniliyor. Fakat, tabi yazik

yani diinya hep kendini tiikketiyor.

G: Yani ben bir de alim giicii olarak da sonugta tasarimlariniz1 belli bir seviyedeki

insanlar alabilir ancak...siirdiirtilebilirlik agisindan...

GP. Simdi ben iki sey yaptim. Burda tabi ki yiiksek maliyetleri, zaten kumas1 ¢ok
degerli. Ama bunu almak isteyen ama bu kadar parasi olmayan insanlar var. O zaman
ne yapabilirim...ikinci birsey yaptim. Orda yeni kumas ama kii¢iik bisi artik buradan
falan onu ekonomik olarak degerlendirdigim i¢in ona atiklar1 kullaniyormus gibi
hiseetim. Orda burdan ¢ok farkli fiyata, yani tabi konfeksiyona gore yine pahali
ama...ne biliyim tiyarto sanatc¢ilarinin, tiniversitedeki 6gretim iiyelerinin, yahut boyle
daha entellektiiel insanlarin, ama orta smifin rahat aligveris edebilecegi bir yer haline
geldi. Orda da ama aymi sey var. Tek parca..yine atik yok...Dolayisiyla ordan
aligveris edenler daha ¢ok. Burasi da sergi acan, iste daha ¢ok diinyada sayis1 az olan
insan diyim...onlar aliyor. Ama normal arkadaglarim iginden de alanlar var. Sey
diyor zaten miicevher yerine bunu aliyorum diyor. Onu kullanamiycam bunu
kullanirim. Ya da bazilar1 hem duvara asiyor, iistiine de giyiyor. Hem dekorasyonda
bir obje olarak kullaniyor. Ama bunlar daha ¢ok sergi olarak, daha ¢ok yurt diginda,
genellikle karsi tllkenin kiiltiir bakanliginin istegiyle. Bir tane Japonya ‘da Tiirk
yilmin kapanis sergisiydi. 13 giinde 17 bin kisi gezdi ki bu Japonya igin bile

rekormus.

G: Yani biraz zanaat modern sistem ig¢inde biraz elit tiiketim ve daha tasarimin sanata

kayan bir kismina denk geliyor sizin islerinizde.
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GP: Evet, evet...simdi orda zanaat olarak aldigimiz sey de tartigilir aslinda sanat m1
zanaat m1? O nedenle ben simdi o tekstili zaten evde dokuyor..ben onu dokuyana
zanaatkar diyemiyorum. Yani o hali tamamen onun yarattigi birsey...kilim 6zellikle,
kilim hi¢ onu dokuyanla..benim ilk c¢alismalarim halilardaki boyama
problemlerinden kaynaklanan sorunlari ¢6zemekti...orda nasil ressam tuvalin

karsisina gecip resim yapiyorsa o da kilim dokuyor.

G: Ha siz o0 zaman zanaat1 yaraticiliktan arinmis birsey olarak goriiyorsunuz.
GP: Hayir yaraticiliktan arinmis degil,,,

G: O insana zanaatkar diyemiyorum dediginiz i¢in..

GP: Sanatkar diyorum...zanaat bir teknik evet...Yani ona bakarsaniz o zaman ressam

da zanaatkar...tasarimc1 da zanaatkar...zanaatkar mi sanatkar mu...
G: Zanaatin bir tanimin1 yapmaniz gerekse..

GP: Yani zanaatin bir tanimim1 yapmak benin anlayisimda zor ama..sOyle
diyim..ordaki zanaat sadece bir teknigin uygulanabilirligini saglamak sedece...ama
halbuki onu dokuyan ona bagka seyler katiyor, orda rengi bagkas1 ayarlamiyor. Simdi
iste renk i¢in uzamanlar var, ¢izenler var, tasarimcilar var...ama o zaman yok boyle
birsey. Peki bunlar neydi...bence onlar tasarimciydi. Onlar da giysi yapiyordu ve

bugiin onlarin yaptig1 giysiler halen ayaktayken bizimkiler iki giinde bitiyor. Copliik.
G: Zaten tasarim tarihine baktigimizda tasarimin baglangici o insanlar.

GP: Evet. Bakin, altin devrini yasamis tekstil yani biitiin bu kumaslarin dokundugu
zamanlarda. Ben bazen diyelim ki bir taki...bunu nasil yapmis diye...bu sadece zanaat
degil, bu ustalik degil sadece, onun ruhundan kattig1 birseyler var. Ikisi de aym
egitimi aliyor ama ayni seyi yapamiyor mesela...yetenekleri farkli. E yetenekleri ile
farkli birgeyler yapanlar varsa neden onlara sadece zanaatkar diyoruz, bence orda bir
yanlis var. Onun i¢in hi¢ zanaat diye diisinmedim, benim igin hepsi sanatc1. (Igne
oyasi lizerinde Ornekler veriyor) Ama benim i¢in iginde teknik birseyler de varsa, bir
tasarim varsa...yani diyelim ki bir ayakkabi kalibi..evet bunu bir ayakkabi yapmak
icin bir zanaatkar yapmis diyelim. Ama adam ayakkabi kalib1 degil heykel yapmis.
Ona ne diyelim. Sanaatkar oluyor iste. Bir tanesi zanaatkar, rutini yapiyor. Ama ne

bileyim iste burda gordiigiiniiz bir ayakkabi kalib1 (kalib1 gdsteriyor)..

G: Bu eski birsey galiba?
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GP: Evet eski. Simdi plastik kaliplar var, bunlardan yok. Normal olarak bunu
yapmast gerekmiyor. Normalde bunlar tek parca..ama o kadar giizel seyler
yapmiglar ki mesela parcali yapmis onlar biiyiiltityor kiigiiltiiyor. Onun i¢in aliyorum
bunlar1 mesela bunlar1 almak istiyorum, yani birgiin biri bundan yararlanarak baska
birsey diisiinebilir diye. illa benim diisinmem sart degil. Yani bugune kadar
yasamigsa bundan sonrasina da benim katkim olsun diye aliyorum bunlari. Boyle
birsiirli seyi...hakkaten beni etkileyecek birsey varsa aliyorum. Yani zanaatkarla
sanatkar arasinda boyle bir ikilem yasaniyor bence bir g¢eliski de var. Dogru, o
insanlar kendilerine hicbir zaman sanatkar demediler. Zanaatkar dediler. Simdi
Mimari’de bakin. Sinan’1 gegen oldu mu? O mimari okumamisti.Ne diyceksiniz, yok
sen zanaatkarsin surda dur falan mi...yok Oyle birsey. Yani sanati simirlamanin
imkani yok bence. Simdi mesela boyle bir elbise on bin liraysa...e ben resim yapsam
bundan daha cabuk yaparim. Daha kolay da yaparim. Resmi de onbin liraya
satmazsin, daha pahaliya satarsin. Ben kendim icin sdylemiyorum bunu, ben zaten
hep sanatgr muamelesi goriiyorum, kendi konumumu da gayet bilen biriyim. Ama
hicbir zaman bilimden kopan olmadim...benim i¢in bilim ve sanat birbirini

dengeliyor. (Kap1 calar)
GP: Baska 6grenmek istedigin birsey?

G: Yani kafamdaki seyleri konustuk asagi1 yukari. Aslinda bir de el iiretimi teknoloji

iligkisi lizerine ayrica konusulabilir ama sizin zaten seri iiretimle bir ilginiz yok.

GP: Yok seri iiretimle birsey yapmiyorum. Yani seri liretim beni sikar. Ama onun
disinda yei dokuma ydnyemleri..yeni bir kumasi illa dokuyarak yapmak gerekmiyor,
tabii ki her zaman bunlar var..

G: Teknolojinin devreye girdigi..

GP: Teknoloji her zaman var. Yani zatan kimya miihendisligi...ben bunlarin rengiyle
de oynuyorum, dokusuyla da oynuyorum. Orda devreye giriyor. Bunlarin korunmasi,
konservasyonu..bunlar teknoloji olmadan artitk hayatinin kolay olmuyor...ama
sanatsal boyutunu etkileyecek bir teknolojik destek degil bu...sadece destek.

Yagamalarini saglamak igin.
G: Anladim. Peki, ¢ok tesekkur ediyorum.

GP: Rica ederim. Ben tesekkiir ediyorum.
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