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ABSTRACT

CRAFT IN CONTEMPORARY DESIGN CULTURE IN TURKEY:
SILVERSMITHING IN GRAND BAZAAR

Many researchers have investigated and analysed specific craft traditions and their
practice in Turkey. Traditional production techniques, craft and design of cultural objects
and different handicrafts from Turkey have been important research subjects. However,
definition of tradition, culture and craft have changed over time, and keeps changing. The
influence of these elements on product design and how they shifted within time should
be studied more extensively. This thesis explores one of the craft neighborhoods in
Turkey and suggests new ways craft can be implemented into product design today. For
this purpose, craft’s history and relation to design and technology is investigated. A part
of the field study was conducted with students of industrial design at Istanbul Bilgi
University, as a part of their 2" year studio course; in which the students were paired with
craftsmen in Kapalicars: area, one of the historic craft neighborhoods in Istanbul. A
traditional craft from Turkey, silversmithing, is taken as an example and implemented
into product design. Moreover, in-depth interviews were conducted with the silversmiths
in the area, to question the situation of craft today, and outcomes were discussed in terms

of how it can be related with product design.

Keywords: Craft, design, craftsmanship, production techniques, apprenticeship,

tacit knowledge
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OZET

CAGDAS TASARIM KULTURUNDE ZANAAT: KAPALICARSI’DA
GUMUS ISLEMECILIGI

Bir¢ok aragtirmaci, Tiirkiye'de belirli zanaat geleneklerini ve uygulamalarini
arastirmis ve analiz etmistir. Geleneksel iiretim teknikleri, Tiirkiye'den kiiltiir objelerinin
zanaat ve tasarimi onemli aragtirma konusu olmus ve farkli el sanatlari incelenmistir.
Bununla birlikte, gelenek, kiiltiir ve zanaatin tanimlamasi zamanla degisti ve degismeye
devam etmektedir. Bu unsurlarin iiriin tasarimina etkisi ve zaman igerisinde nasil degisim
gecirdikleri daha kapsamli incelenmelidir. Bu tez, Tiirkiye'deki zanaat mahallelerinden
birini arastirir ve giiniimiizde {irlin tasarimina zanaatin uygulanmasi i¢in yeni yollar
Onerir. Bu amacgla zanaatin ge¢cmisi ve tasarim, teknoloji gibi kavramlar ile iliskisi
arastiritlmistir. Alan ¢alismasinin bir kismi, 2. sinif stiidyo dersinin bir pargasi olarak;
Istanbul Bilgi Universitesi'nde endiistriyel tasarim ogrencilerinin Istanbul’un tarihi
yerlerinden biri olan Kapaligars1 bolgesindeki zanaatkarlarla eslestirilmesi ile
gergeklestirildi. Bu sayede, Tiirkiye'den gelen geleneksel bir zanaat olan giimiis esya
iiretimi, Ornek almarak {iiriin tasarimina uyarlanmistir. Ayrica giimiis esya iireten ve
sayilan gittikce azalmakta olan ustalarla konusularak, gliniimiizde zanaatin durumu ve

iiriin tasarimu ile nasil iligkilendirilebilecegi lizerine sonuglar tartigilmistir.

Anahtar Kelimeler: Zanaat, tasarim, ustalik, iiretim teknikleri, ¢iraklik, ortiik

bilgi
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CHAPTER 1

INTRODUCTION

The craft production has been going on in parts of the world. Craft neighborhoods
where the craft production is seen have been a part of the historic center of Istanbul for
many years. This thesis explores one of these craft neighborhoods and suggests new ways
craft can be implemented into product design today. The research mainly explains craft
and craft traditions through history, tacit knowledge and craft communities in Istanbul. It
suggests new ways the craft knowledge can be used in product design. The field study
takes place in one specific neighborhood in Istanbul. Knowledge of craftsmen is used for
the basis of field study, along with the analysis of products produced by students in
collaboration with them. The study bases one part of its structure on transmitted
knowledge that Nigel Cross mentions: “We must not forget that design knowledge resides
in products themselves: in the forms and materials and finishes which embody design
attributes” (Cross, 1999).

Knowledge on products and techniques are transmitted through “generations of
craftsmen”, and specific production techniques are only known by specific craftsmen.
Some of this knowledge are kept in secret by craftsmen themselves and not even told to
the apprentices. Thus, an apprentice has to earn the master’s trust and learn by making
mistakes'.

The relationship between design and craft has been going on for a long time.
Today, the consumption culture, which was a result of industrialism and capitalism harms
the ecological life. This leads designers to relook at the old production and consumption
forms (Ovacik, 2015 p. 55). In this study, craft and tradition’s role in contemporary
product design is researched. From the designer point of view, the history of craft is
researched and an apprenticeship project is used for observing a connection between the

design students and a craft community.

! Please refer to Chapter 2 for more detailed information on apprenticeship.



1.1. Problem Definition

The distinction between new and old traditional products in the world comes both
from the change of production methods, materials, and the change of daily life. After the
Industrial Revolution, which triggered the wide-scale mass production of goods, small
scale production and workshops continued to exist across the world. In accordance, craft
neighbourhoods have been a part of the historic centre of Istanbul for many years. Yet,
the products made in the production network appear to repeat themselves. Among the
problems craft culture and craftsmen in Istanbul face are the decreasing number of
craftsmen working in the field, the products that do not seem to be up to date, decreasing
sale figures, lack of collaboration between academy/designers and craftsmen, and the
resultant insufficient knowledge transfer. This thesis explores one of the craft
neighborhoods in Istanbul, namely, Grand Bazaar, and suggests new ways craft can be

implemented into product design today.

1.1.1. Research Questions

This thesis strives to find answers to the following questions:

e (Can design and craft cooperate? If so, in what ways?

e What would be the outcome of design-craft cooperation?

e Would an apprenticeship project work in today’s craft culture?

e If, and to what extent, do traditional products transform according to new
technologies?

e How exactly industrialisation and new techniques affect traditional
products and techniques?

e How is tacit knowledge used in product design today, and how can it be
used?

e How can traditional craft knowledge be implemented into product design?

e In what ways do tacit knowledge and product design affect each other?



1.2. Aim and Objectives of the Thesis

This thesis aims to examine the relation between traditional culture and
contemporary product design in Turkey. Analysing craft and tradition’s role in
contemporary product design is one of the objectives.

Firstly, the study aims to paint a general picture of craft in the comtemporary
design culture. Its objective is to explain the relation of craft and design in traditional and
contemporary cultures through the history. For this purpose, craft culture is firstly
explained in general, then more specifically in scope of Turkey and one of the craft
communities of Istanbul.

Through employing an apprenticeship project, this study strives to create a
connection between the academy and the craft community, which would eventually allow
knowledge transfer and product development. By doing so, it puts the emphasis on the
pedagogical dimension of the issue. By encouraging design students to work with the
masters of craft, this study also attempts to help future designers develop their skills and
even reconceptualise the notion of design in relation to contemporary craft. A secondary
benefit of initiating such collaboration would be to create awareness regarding the
existing craft culture and the issue of apprenticeship in Turkey.

Moreover, this study aims to find out how craft knowledge can be implemented
into product design. Its objective is to find how traditional craft methods and traditional
craft knowledge effect contemporary product design, and if characteristics of the crafts

can transform according to new technologies and contemporary societies.

1.3. Methodology

The research mainly explains craft and craft traditions through history as well as
tacit knowledge and craft communities in Istanbul. It suggests new ways the craft
knowledge can be used in product design today. The field study takes place in one specific
neighbourhood in Istanbul. Knowledge of the craftsmen in the researched area is used for
the basis of field study, along with the analysis of products produced by students in
collaboration with the masters of silversmithing.

The main purpose in this thesis is to find out how crafts can exist and continue

to exist in today’s world and how traditional craft knowledge can be implemented into
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product design. To this end, craft’s history and relation to design and technology was
investigated. Craft’s history was researched and written according to different time
periods; Industrial Revolution was used to divide this timeline. Moreover, craft in the
traditional and modern cultures was mentioned in the literature. The literature review is
firstly made in the world about the craft and contemporary culture in general. Then, the
craft research and culture of Turkey is given more specifically, along with literature
reviews on craft communities and silversmithing, Istanbul’s craft neighbourhoods and
Grand Bazaar. Books, articles and theses have been researched, along with different
websites and recent journals on the subjects.

After that, a study with students of industrial design in Bilgi University was
conducted as a part of their 2" year studio course named Apprenticeship in Product
Design in which the students were paired with craftsmen in Kapaligarsi area in Istanbul,
which is one of the historic craft neighborhoods mentioned in the thesis. Prior to that, the
same 2™ year studio course took place in Sishane district for 5 years, however the
researcher was not a part of the course then. In 2017 where this research was made, the
course took place in Kapalicarsi for the first time. Kapaligcarsi ateliers, including
silversmiths, brass and copper goods producers were chosen as the site for the study, as
there is an established craft network and a very rich formal tradition, and ateliers have
been producing high craft goods to Kapalicarsi shops for centuries. It should also be
mentioned that the aim in the thesis is not trying to insist that the craft today is dying and
finding ways to “save” the crafts and craftsmen. Craft neighborhoods have existed
through times and even if the products made can change, they continue to exist. The study
finds it unnecessary to “demonize” mass production, and unrealistic to suggest that craft
production should replace mass production. Also, it is made within a specific
neighbourhood on a specific craft; thus it does not aim to generalize the findings.
However, as there are not many silversmiths left, it can be quite representative of the

current situation of silversmithing in Turkey.



1.4. Outline of The Study

This thesis is organized in five chapters:

Chapter 1 is the introduction part that describes the study briefly with research
problems, questions and methods. Also, the aims and the objectives of this thesis are
explained in this section.

Chapter 2 explains the concept of craft. It provides insight starting from the general
concept of craft and design, to the history of craft and its relation to design. Then, it
discusses craft in the traditional and modern cultures. It also explains the relation between
craft and other related terms such as technology, art and luxury.

Chapter 3 gives more specific insight on design and craft, silversmithing and craft
communities in the context of Turkey. It explains the craft scene in Turkey, along with
the craft neighbourhoods and history of Grand Bazaar in Istanbul. Thereafter, the
silversmithing and silversmithing in Grand Bazaar is explained in detail.

Chapter 4 is the field study part. The methodology and framework of the field
study is explained. After that, the workshops are explained according to the tacit
knowledge, production techniques and the transformation of these techniques with the
design knowledge. Then, interviews with craftsmen are discussed according to different
subjects, findings and the outcomes are shown.

Chapter 5 is the conclusion, whereby the limitations and the strength of the study

is discussed as well as some suggestions for further studies are presented.



CHAPTER 2

CONCEPT OF CRAFT IN RELATION TO DESIGN

This chapter aims to draw attention to the relationship between craft, design, art
and technology by focusing on key concepts and historical/cultural movements/moments.
It is organised to paint a general view of craft and related terms in today’s design culture.
The concept of craft is debated for a long time through history. Firstly, craft is explained
according to a historical order. Afterwards, design and its relation to craft is described.
Next, the terms craft and design are put across other related terms; art, technology,
traditional and modern culture. In section 2.4, craft is discussed in relation to lifestyles,
luxury and object values. Finally, craft knowledge along with tacit knowledge is

explained.

2.1. Defining Craft through History

Craft is a term that changed its course, while it was used for a production method,
today it is used in a broader sense. The term craft is explained along with its definitions
through the history in this section.

Peter Dormer, one of the most reputed contributors to writings on craft; states in
a chapter in the book Culture of Craft that craft could have two meanings in very different
directions: It could mean “studio crafts”, which covers from “producers of functional
ware” to “abstractionist sculptors who work in textiles, clay or glass”; all the people who
work with a craft medium?. For the other meaning; the “process over which a person has
detailed control”, control coming from the craft knowledge is referred (Dormer, 1997, p.
7).

The definition of craft has been changing over time. The term “craft” is described
in Merriam Webster dictionary as “an activity that involves making something in a skilful
way by using your hands” (Craft. (n.d.). Retrieved February 22, 2017, from
https://www.merriam-webster.com/dictionary/craft). Many historians describe it as a

practice that involves making something with hands. Colin Campbell explains craft with

2 Please see section 2.3.1 for more detailed information on studio crafts on page 48.



examples that are included in the “craft” label with the definition in Collins Dictionary;
“to make or fashion with skill, especially by hand” (Hanks, 1979), and the kind of
activities with the label “craft” would include weaving, carving, pottery, handblock
printing, embroidery, silversmithing, jewellery working, bookbinding, furniture making,
and so on (Campbell, 2005, p. 27).

Also, as Campbell points out, the term “craft” is a shortened version of
“handicraft”, a term that draws attention to the contrast between someone who produces
objects “by hand” and someone who produces objects “with the aid of a machine” the
modern factory worker (Campbell, 2005, p. 27). A craftsman is the person who produces
objects by hand, also the term “craft producer” is used for a similar definition: While the
term “craftsman” defines a profession, craft producer is a more general term. The activity
is regarded as “expressive of the more humane, creative and authentic aspects of human
nature” traditionally. “Craft consumption” is similarly used for activities when
individuals are the designer and the maker of the products that “they themselves
consume” (Campbell, 2005, p. 27).

It can be seen that using the term “craft” can carry a risk because of the meaning
shifts, or due to loss of meaning; As Oakley says, “electing the word craft in the title
would always carry a risk of misinterpretation”; as the term has been used more often “to
describe a small group of defined activities and their outcomes than a particular approach
to making” (Oakley, 2014, p. 114).

In the modern world, craft can be taken as a more active, changing concept, rather
than the definitions that base it on handmade production. Especially researchers writing
about craft in the last ten years tend to take the word as a dynamic, evolving concept that
revolves around the changing era, and this research aims to take these definitions into

account while doing the field study.

ACTIVE/CHANGING CRAFT

CRAFTSMANSHIP cor~g:EPT PROD.UCER

Figure 2.1. Craftmanship as a concept in time

It was taken as a changing concept in Glines Kocabag’s thesis for instance;
Kocabag explains that craft within her study was not taken as “limited to the conventional
meaning; but as a continuously evolving, adapting, dynamic concept which needs to be

re-evaluated in terms of its position within contemporary design”. In her thesis titled
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“Craft in Contemporary Product Design. A Study in the Context of Turkey”, she points
out that her 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” (Kocabag, 2009, p. 5).

Katie Bunnell defines craft as an “essentially human and humanising process”
(Bunnell, 2004). She argues that, “to craft something involves human interaction with
technology whether it’s a pen, hammer, or computer software and hardware” (Bunnell,

2004).

SOCIAL IDENTITY LIFESTYLE

SYMBOLIC IDENTIFICATION

KINGS AS BLACKSMITHS MAKERS/DIYers
Ottoman Bunyoro of Mediaval
Emperors Africa MNorse of
(Kanuni) Scandinavia

Figure 2.2. Social identity in the past and today

Crafting also can be a metaphor for social identity: This argument can be made
for today, as well as for the past. As Cathy Lynne Costin mentions, there was an
association between “spinning/ weaving and feminine gender in Mesoamerica (Brumfiel,
1991; McCafferty & McCafferty, 1991, cited in Costin, 1998), monumental construction
and kingship in Mesopotamia” (Helms, 1993; cited in Costin, 1998). Also, Costin gives
examples such as the symbolic identification of kings as blacksmiths in several societies
such as “Bunyoro of Africa” (Robertshaw, 1996; cited in Costin, 1998) and the medieval
Norse of Scandinavia” (Anker, 1970; cited in Costin, 1998, p. 7). For instance, smiths
and shamans in various cultures were considered equal, showing that smiths have a
different social status than other people. Fire is sacred in various cultures; thus a smith is

seen as superior to humans and similar to god.

Fire is sacred and to know and be able to master the properties of fire is to be god-like.
Metal smelting was considered a very mysterious operation in the past and the role of the
smith even extended beyond that of the shaman: Like the shamans, the smiths were reputed
to be “masters of fire”. And so in certain cultures, the smith is considered equal, if not

3 Please refer to (Costin, 1998, pp. 3-16) for a detailed writing on craft and social identities.



superior, to the shaman. “Smiths and shamans come from the same nest”, says a Yakut
proverb. “The wife of a shaman is worthy of respect, the wife of a smith is worthy of
veneration”, says another. And a third: “The first smith, the first shaman and the first potter
were blood brothers. This explains why the “shaman cannot bring about the death of a
smith” (Eliade, 1962, p. 81 cited in Warrender, 2016, p. 25).

Elaborating on Eliade’s text, Donald Kuspit (Kuspit, 2006, p. 35) points out that “to master
fire — the most dangerous of the four elements — is to master spirit.” He quotes Eliade as
saying, for “primitive peoples are universally known to have conceived the magico-
religious power as something “burning” and express it in terms signifying “heat”, “very
hot”, “burns”, etc.” (Kuspit, 2006, p. 80).

Emperors of Ottoman Empire; prophets from different religions and times can
also be added to these diverse examples: David (Dawud) was a blacksmith, Jesus was a
carpenter, Fatih Sultan Mehmet was a blacksmith, Kanuni Sultan Siilleyman practiced
jewel making. Costin also says that craft production is a “salient metaphor for social
identity and a potent symbol of social category because artisan identity may be

idiosyncratic, culturally-specific and historically contingent” (Costin, 1998, p. 7).

Our difficulties in identifying universally gendered crafts or general explanations for the
association between particular crafts and particular genders underscores how fundamentally
manmade the associations between craft, social identity, and social status truly are. Crafting
thus becomes generally rich in culturally-specific meaning when we treat it as a social
construct (Costin, 1998, p. 7).

As seen in the examples in this section, today the notion of craft is regarded as a
changing concept and in some cases, even a way of life. It is seen that it referred to the
symbolic identifications in the past, such as kings as blacksmiths. Today, we can see that
the symbol of social category continues in a different way: Recent movements such as
Maker and DIY combine technology and/or making things with hands can be given as
examples; both these movements refer to lifestyles in today’s consumer world. Because
these offer more than leisure time activities, they are both used to define a lifestyle.
Consumer products for DIY and Maker movements are being sold in market and fairs
frequently®.

Still, craftsmanship should not be confused with leisure time hobbies. According
to Sennett, “craftsmanship” may suggest a way of life that waned with the advent of
industrial society-but this is misleading. Craftsmanship names an enduring, basic human
impulse, the desire to do a job well for its own sake (Sennett, 2008, p. 9).

Craftsman, with only his simple tools to help him, appears to “affect the

transformation process; without any equivalent of marketing or aesthetic guidance from

4 Please see page 25, section 2.1.3.1 for detailed explanations about DIY and Maker Movement.



which to derive the complex forms that he reproduces”. However, craft concept
“constitutes a subtle and reliable information-transmission system that is probably more
efficient than design-by- drawing” (Jones, 1970, p. 15 cited in Demircan, 2005, p. 30).
That is the culture of craft; including “the culture of craft production, familiarities and
traditional collection of information of the craftsmen about preferences of users and local
culture as well. Craft objects being the tangible forms of craft culture; constitute a sort of
medium to transfer this culture” (Demircan, 2005, p 30).

Craftsmen are sometimes referred as “craftspeople” in the literature, especially in
the DIY culture. According to Aktas, craftspeople have two major skills: idea generation
in the design phase and working by hand in the making phase. These skills “comprise a
balance of thought and practice, hand production, and manual technical experience”
(Aktas, 2015). The individual differences of each craftsperson, object, and context bring
the personal dimension of crafts (Risatti, 2007).

Craftsmanship and apprenticeship have continued for a long time, apprenticeship
as a process of young people learning a craft. The apprenticeships of recent centuries
involved a methodical process of training young people in a craft. Johnny Ragland
explains the process as follows;

Throughout his training, a boy was expected to absorb by osmosis°. (Ragland, 2009 p 3)

The onus® was on the apprentice to accumulate hand skills sufficient to facilitate the level
of ingenuity required to become a master craftsman. His only way to reach this goal was
by imitation. Being “indentured” to one person for the period of the contract had additional
educational significance. A boy in the furniture industry would start working at about
fourteen, he was usually coupled with a single craftsman for a period of normally seven
years, a period which would witness a transformation, not only in the boy becoming a
skilled craftsman, but the child becoming an adult (Ragland, 2009).

Ragland explains that rather than “merely becoming knowledgeable about the
subject”, an apprentice was expected to practice the displayed project by himself to
discover “the secret” (Ragland, 2009). The master’s objective was to encourage the
apprentice to learn the lessons of the trade for himself; because the aim was to coach him
to adapt to developing solutions by “his own strength of character”. Over time and

through his own efforts the “tricks of the trade” (with hints and pointers from his master)

5 A term used in biology that means “a process by which molecules of a solvent tend to pass through
a semipermeable membrane from a less concentrated solution into a more concentrated one.
However, in this context, the meaning is the second one in the dictionary, the process of gradual or
unconscious assimilation of ideas, knowledge, etc. Origin: Mid 19th century: Latinized form of
earlier osmose, from Greek Osmos ‘a push’ (that is also appropriate in this context)
(https://en.oxforddictionaries.com/definition/osmosis)

¢ Something that is one's duty or responsibility (https://en.oxforddictionaries.com/definition/onus)
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would become apparent. This would also lead his work to become an expression of his
individuality, and therefore “a strong personal connection” would come with the artefact
he created (Ragland, 2009).

In her study of the Japanese ceramicist Shoji Hamada, Susan Peterson describes
the relationship between deshi (apprentice) and master as follows: “To learn as a deshi
means to submit one's self to the master, to leave one's own self, to become in the master.
This surrender to the master does not mean just blind imitation, but gives a spiritual
discipline and the opportunity to absorb a skill into one's bones” (Peterson, 1974, p. 46
cited in Wood, Rust and Horne, 2009).

However, the relationship described above between the “deshi” and master have
become a thing of the past in most countries, and is coming to an end in some. The
surrender of the apprentice to the master and leaving one’s own self is not relevant to
today’s society. The apprenticeship processes mentioned above started at very early ages,
and was a different way of education. As primary and secondary school is mandatory and
education at formal school is the right for children today, it is not possible to train an
apprentice from an early age to become a master in a number of years (which is debatable
and changes according to different materials and opinions of masters). Also, in a study
on the subject, Wood observed that, at an early stage of learning, it is very difficult for a
novice craft practitioner just to observe and imitate successfully (Wood, 2006, p. 126).
Thus, the system that had continued for a few centuries have come to an end because it
did not adapt to the day’s way of living. It is said that when the master-apprenticeship
does not exist anymore, the craft also dies with it, however it is essential to find new ways

to bring the apprenticeship process into today, and transform it according to the day.

2.1.1. Craft before Industrial Revolution

Craft was the main resource for any kind of product before industrial revolution,
so the craft production existed in daily life objects. Before industrial revolution craft
objects were a part of daily life and daily objects. Also, since ancient times, they were
often related to religious symbols or traditional rituals. For instance, Amadou Hampaté
Ba explains in his article African Art: Where the Hand Has Ears that in traditional African
society, every human activity, including a trade or craft, had a symbolic and sacred

quality. He states that since there was no division between the sacred and the secular,
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each craftsman in working performed a religious function. Each trade reflected one of the
many relationships between man and the universe (B4, 1976).

It can be said that because the products used were only based on craft production,
traditional products are associated with craft and craftsmanship even today. Sennett says,
although we’d err’ to imagine that because traditional craft communities pass on skills
from generation to generation, the skills they pass down have been rigidly fixed; it is not
true. Ancient pottery making, for instance, changed radically when the rotating stone disk
holding a lump of clay came into use; new ways of drawing up the clay ensued. But the
radical change appeared slowly (Sennett, 2008, p. 26).

According to Roy Porter, until late in the 17th century, output operated almost
exclusively through small-scale crafts, cottage and workshop industry... Up to 1760, no
decisive breakthroughs had occurred in mechanization, in work organization, in the scale
of the workplace, in sources of industrial power. He points out that in mid-century, “two
thirds of British iron was still being used for agricultural purposes” (Porter, 1990, p. 193
cited in Hall & Bram, p. 168).

For instance, the economic and social structure of pre-industrial Britain, (roughly
before 1780) was essentially a rural world, slightly different from the world that we know
and count as “natural”, says Laslett in The World We Have Lost: Agricultural production
was the central focus of economy at the end of the seventeenth century, around three
quarters of the population; who mostly lived in villages or small towns; engaged in
agricultural work. However there was some manufacture of goods; a minority of families
were working as merchants, shopkeepers and artisans®: The craft guilds organized the
manufacture; and controlled entry to a trade through the apprenticeship system. They had
thorough regulations for the practice of each trade, providing at least a hope for a young
entrant of working up through the ranks of journeymen and -women to become a master

or mistress of a craft in his or her own right (Bradley, p. 179).

7 to make a mistake (Err. (n.d.). Retrieved April 30, 2017, from https://www.merriam-
webster.com/dictionary/err)

8 Artisan is used here as a term similar to craftsmen. In many languages, both terms refer to the same
definition; for instance in Japanese they both translate to Shokunin-traditional craft practitioners
who also have a spcial consciousness “Shokunin means not only having technical skill, but also
implies an attitude and social consciousness... a social obligation to work his best for the general
welfare of the people, [an] obligation both material and spiritual” (Nagyszalanczy, 2000, p. 131). In
English language, the distinction between artisan and craftsmen is discussed often, it can be said that
the difference comes from the words “art” and “craft” (is explained in section 2.3.1) two are in times
considered synonymous.
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In their search for ever greater profits many capitalists applied these principles in
reorganizing their production methods. The traditional craft-based way of manufacture,
whereby apprentices learned all the techniques and processes by which raw materials
became a finished product, was vanishing forever. Craftsmen, “who took pride in skills
which had been handed down through generations were faced with the redundancy of
their knowledge, as many of these new subdivided jobs could be performed by young
men and women with little or no training” (Bradley, p. 194). Even Adam Smith, who was
an admirer of the new methods because of their efficiency, acknowledged the stupefying
effect such work could have on the labourer at one point: He says that a man who spends
his life “performing a few simple operations” will lose the skill and become as stupid and
ignorant as one can be, as he will not face any difficulties to improve his skills (Smith,

1937, p. 734 in Bradley, p. 194).

2.1.1.1 Medieval Craft Guilds

It is useful to mention medieval craft guilds in the middle ages here, that were
formed in different countries around the 14" century. These craft guilds were the start to
many communities of craft in different countries: While the guilds disappeared because
national states decided to remove them by decree, the craft communities in countries such
as Turkey still exist as a continuation of these guilds’. Also, we can say that the
associations for craft and trades today take the medieval craft guilds as example to an
extent; transferring craft knowledge through apprentices being one of the important
aspects. Thus, it is useful to write about how they were formed and their history.

The craft guild was “a formal association of specialized artisans, the masters,
whose authority was backed by superior political sanction; apprentices and journeymen
came under guild jurisdiction but lacked membership rights” (Epstein, 1998, p. 685).
According to Epstein, medieval craft guilds emerged to provide transferable skills
through apprenticeship (Epstein, 1998, p. 684). They were also created to protect the serfs
and craftsmen, particularly from the excessive taxation and extortion forced by the higher

class, for instance knights, lords and barons. The merchant guilds'?, formed for a similar

? See also sections 3.2.1 and 3.3.1 for more information about craft guilds in Istanbul

10 Medieval merchant guilds were associations of merchants in a particular town or city; that sold
wholesale or retail. Some merchant guilds, particularly in earlier periods, also extended membership
to craftsmen, while separate craft guilds emerged increasingly as time went by, for a wide range of
different craftsmen and artisans (Dessi & Piccolo, 2015, p. 4).
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purpose, also started using force over craftsmen, pressing their own rules and price

fixations. This also led craftsmen to form their own guilds.

APPRENTICES JOURNEYMEN MASTERS
) ® ®

Figure 2.3 Main components of guilds

The guilds had three main components: The guild masters, independent
manufacturers who worked in their own houses and workshops. Below them were the
journeymen, who were paid by the day, and then there were the apprentices, ten to twelve
years old, who were bound to the journeymen as their legal wards. Apprentices could
become journeymen when they had sufficiently mastered their trade and ostensibly
journeymen could become masters, although this was less common (Margolin, 2015).

Craftsmen worked for the higher class, and they aimed to reach high quality when
producing products. However they were not aiming to develop the production techniques.
This can also be linked to the purpose of these guilds’ foundation: According to Epstein,
the argument that the main purpose of the craft guilds was to transmit skills brings the
question of their relations to technological innovation. This is particularly because of
crafts’ reputation for “technical conservatism” '!(Epstein, 1998). This reputation rests on
the assertion that guilds “produced no endogenous innovation (mainly because they
enforced strict manufacturing procedures by means of official searches of members'
premises) and that they refused to adopt innovations from outside” (Epstein, 1998).

“Evidence that guilds set rigid technical standards that stifled innovation is far
from compelling. On the one hand, it seems reasonable to assume that the factors that
made it hard to regulate the labor market applied just as strongly to technology” (Epstein,
1998). Because of administrative limitations and disagreements within the guilds
themselves, in the larger cities-where the number of wealthier masters who were more
likely to favor technical innovation was proportionally greater-officials only visited a
small proportion of shops on predefined dates and routes (Farr, 1988 cited in Epstein,

1998).

! Epstein also notes Kula, Theory, p. 78: "changes in production techniques-and therefore changes
in labour productivity-are not possible in the corporate system” (Kula, 1976 cited in Epstein, 1998,
p. 693)
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2.1.2. Craft and Industrial Revolution

Industrial revolution is a term known to be brought up by historian Arthur
Toynbee. Toynbee’s lectures in Oxford, originally named “On the economic history of
England, 1760-1840, were re-titled as “Lectures on the Industrial Revolution in
England” for publication'? (Griffin, n.d.). However Engels, the German philosopher is
the one who first came up with the expression in his book “Condition of the Working
Classes”, in which he studies the labouring poor in Manchester. According to him, the
industrial revolution was the “culmination of a series of technical improvements in the
textiles industry, small improvements individually but collectively giving rise to profound
and far-reaching change” (Griffin, n.d.). Engels says that the process started in 1764,
when the weaver James Hargreaves invented spinning jenny. James Watt's steam-engine,
invented in 1764 and used for supplying motive power for spinning since 1785 was the
most important mechanical invention, following it was a spinning throstle created by
Richard Arkwright, a barber in 1767 (Engels, 1892, p.47).

Heskett says that industrial design is a process of creation, invention and definition
separated from the means of production, involving an eventual synthesis of contributory
and often conflicting factors into a concept of three-dimensional form, and its material
reality, capable of multiple reproduction by mechanical means. It is thus specifically
linked to the development of industrialization and mechanization that began with the
Industrial Revolution in Britain around 1770, though it cannot be described simply as a
deterministic product of those (Heskett, 1980, p.10).

Still, industrial revolution can be marked as the most important factor in the
changing of production methods: It was an “economic phenomenon” (More, 2000;
Olson& Kenny, 2014; Hartwell, 1971) that led to dramatic changes in the world. During
this time, mass production began. It was the transition from an agrarian society to an
industrial one; and this transition brought many changes. The term “revolution” implies
suddenness as it did with the American and French Revolutions that lasted a few years.
However Industrial Revolution was a continuation of earlier change, like it was with the

Scientific Revolution of the sixteenth and seventeenth centuries'® (More, 2000).

12 This publication became popular in the next two decades, and remained in print until 1927. See
also D. C. Coleman’s Myth, History and the Industrial Revolution (London, 1992) for interpretations
about the Industrial Revolution.

13 See also The Scientific Revolution: A Historiographical Inquiry by H. Floris Cohen.
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The industrial revolution began in England in 1760. Two developments are
mentioned in the industrial revolution: Abraham Darby discovered that iron could be
smelted with coke in a blast furnace, which is an easy way to make iron. James Watt
developed an engine, in which burning coal produced steam; called “steam engine”.
These developments did not directly cause Industrial Revolution, but new opportunities
for making and running machines came up. For instance, easy access to materials and
development of transportation was possible due to these inventions, changed it by
changing all the products, production techniques, jobs.

During the industrial revolution period, small scale production still existed,
however mass production took place of this production method, especially in producing
household items etc. The changes in production techniques, changed the society’s living

and working conditions dramatically.

2.1.2.1 Arts and Crafts Movement

The Arts & Crafts movement emerged in the second half of the 19th century in
reaction to the social, moral, and aesthetic chaos created by the Industrial Revolution
(Ryan, 2007). It was an international movement that stood for the traditional crafts and
production methods; the machine production along with industrial methods were
criticized. The Arts & Crafts movement’s thinkers developed a concept of craft that has
existed through the twentieth century. It is to this date, linked to the formation of other
craft movements.

The movements that have occurred in the 20" and 21° century are compared and
linked back to the Arts and Crafts movement. For instance, Shaker Movement'# emerged
in America in the same era. Afterwards, Art Nouveau, De Stijl and eventually, Bauhaus.
It is also said that it was a prelude to modernity in Pioneers of Modern Design by Nikolaus

Pevsner. He presents the Arts and Crafts Movement as “design radicals who influenced

14 Shaker movement is mentioned as a movement that embraced small-scale production and
craftsmanship in America, like Arts and Crafts movement in Britain. Design for the Shakers
embraced their life in all aspects, as it was at the core of their spiritual beliefs. Like Arts and Crafts
designers in Britain, “they favored the craftsman over the specialized factory worker”. However
they also used machines when it made their work more efficient, and embraced industry on a small
scale. “The Shaker doctrine of simplicity is evident in the range of furniture and household goods
they produced” (Margolin, 2015).
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the modern movement”, but were eventually displaced by it as they failed to change
(Pevsner, 2005).

The philosophy behind the Arts and Crafts movement was that the industrial
revolution had made man less creative as “his craft skills had been removed from the
manufacturing process”. The idea was that the industrial revolution changed aesthetic
values and made people, especially workman into “robots”. The new factories
and manufacturing machines was destroying the craftsmen and the products had different
aesthetic values.

One aim of the movement was to put “man” back in to the design and
manufacturing process, craft skills and good honest design would again be central to the
manufacturing process. In Arts and Crafts Movement, the distinction between machine
production and hand made products resulted in a conflict. According to the founders of
the movement, the handcraft was disappearing during the Industrial Revolution and they
with an aim to preserve the handcrafts, they offered a different perspective for the value
of handcraft. Especially William Morris is mentioned in the sources as the movement’s
“founder and leader”, who “abhorred the cheap and cheerful products of manufacturing,
the terrible working and living conditions of the poor, and the lack of guiding moral
principles of the times” (Hass, 2012). William Morris started a social crusade inspired by
Pugin and Ruskin’s writings (Hinders, 2013).

The influences of the movement are still observed in craft and art scene. For
instance, “individual expression” by both artist and worker can be traced to today. It can
be stated that the term for a person who makes things, the craftsman in “the more
contemporary sense of craft” developed with the emergence of this movement (Kocabag,
2006). Thus, it is important to explain the movement along with the product examples to

see if there is a resemblance of these products with today’s design and craft scene.
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Figure 2.4. The Backgammon Players by Philip Webb.
British, Oxford 1831-1915, West Sussex
(Source: http://www.metmuseum.org/toah/works-of-art/26.54/)

Figure 2.5. Lamp by Dirk Van Erp (1862-1933)
(Source: http://www.metmuseum.org/toah/works-of-art/1989.129/)

Morris based his philosophy on the writings of John Ruskin. Ruskin was critical
of the Industrial Age, and felt that society should work toward promoting the happiness
and well-being of everyone, “by creating a union of art and labour in the service of
society” (Hass, 2012, p. 9). The medieval Gothic style was admired by Ruskin, as well
as the Italian aesthetic of medieval art because of its direct and uncomplicated depiction
of nature. Many artists, architects, and designers were attracted to Ruskin’s philosophy

and began to integrate components of them into their work.

The space between design and craft a space which we now use to organise our education
systems, media networks, industries and cultural organisations - was opened up for
ideological and political reasons by Arts and Crafts thinkers. It is not at all clear that, for
example, the real methods and conditions used, say, in the furniture industry in the later
nineteenth century, were fundamentally different from those used by Arts and Crafts
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studios. The difference was in the attitude to work, labour, politics and art. The decorative
arts, therefore, were gradually pulled in two by the ideological wars waged in the
intellectually aware workshops of Britain, mainland Europe and North America”
(Greenhalgh, 1997, p. 39).

For “Arts and Crafts adherents”, the selected activities carried a strong moral
dimension; describing a practice as Craft, or claiming true appreciation of the craft values
the material results embodied, “increasingly became shorthand for a particular way of
being spiritually as much as a means of making”. This manifestation can be seen in 4
Potter’s Book (Leach, 1940), which (re-)defined craft studio practice after its publication
in 1940; can be thought as much a lifestyle guide as a workshop manual (Oakley, 2014).

2.1.3. Craft in the Post-Industrial Times

The notion of “craft” has taken quite a beating over the past hundred years or so.
Enthusiasts of craft production are routinely cast as ineffectual utopians or hopeless
Romantics, vainly attempting to turn back the hands of time. Since the mid-nineteenth
century, at least, “industry” and “progress” have been more or less equated in the public
mind. The common-sense saying that “you can not fight progress” often comes up when
the topic of discussion is mechanization or some other perceived technological imperative
(and certainly not the advancement of social mores, an arena in which progress is often
combated tooth and nail). Despite a revision of such ideas of “progress” over the latter
half of the twentieth century, particularly in academic circles, craft continues to be viewed

as a historical stage superseded by “industry” (Cardoso, 2008).

The mythology is familiar enough: in an industrial setting, as machines replaced workers,
the role traditionally played by 'craft' would become the province of 'design'. No longer
would the skilled artisan prevail, crafting his wares one by one, but the clever engineer who
would direct machines to spew out cheap and plentiful wares, all according to a pre-
conceived design (Cardoso, 2008).

Post-industrial times are generally linked to late 20th century society of
“technically advanced nations, based largely on the production and consumption of
services and information instead of goods”  (post-industrial  society,
BusinessDictionary.com. Retrieved June 23, 2017, from BusinessDictionary.com:
http://www.businessdictionary.com/definition/post-industrial-society.html).

Craft and “small-scale production” still exists in the post-industrial times,
however it changed its context. For instance, it is argued that hand crafted objects are not

used for daily life objects as they were used in earlier times. Objects sold as craft objects
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are marketed as one of a kind, special objects. These objects are not used in daily life in
the way that they were used before, because objects that were designed for mass
production took their place. However high quality objects that are produced in small
batches can find their way in the market. One example of this is the show-case products
at home.

Along the history of industrialization, handcraft production has many times been
seen as the rival of machine based production. As an ironic example, quality of production
has been both sides’ assertion to promote products. In the other side, the qualified
products made by masters are particularly expensive and are also objects of status and
style for the craft-as-art approach. So today, in the 21st century, crafts objects made by
masters could be classified as “high-end” products in the market generally consumed by
the bourgeois. The demand for craft, like the demand for “design”, is based on a wish to
differentiate oneself from the general impulses of the society while at the same time
knowing that one belongs (Dormer, 1990, p. 164). The terms “boutique” or “customized”
are used to name special and original products for the customer as they resemble craft
production.

Also, a number of consumer’s psychological fear from feeling cold hand of
machine on the products, turned out to be promoting craft products’ domestic touch in
the market. Copied industrial products actually remain insufficient for users to feel
uniqueness (Demircan, 2005).

In the post-Industrial era, craft can still mean the skilled production by hand or
machine of utilitarian'> and vernacular designs (Attfield, 2000; cited in Kocabag, 2009).
“Vernacular” according to the dictionary meanings are as follows; “using a language or
dialect native to a region or country rather than a literary, cultured, or foreign language”;
“of, relating to, or characteristic of a period, place, or group”, “of, relating to, or being
the common building style of a period or place” (Vernacular. (n.d.). Retrieved April 30,
2017, from https://www.merriam-webster.com/dictionary/vernacular) The terms
“Vernacular design” and “vernacular architecture” have become popular and used in
many areas, for instance Vernacular Architecture Journal has examples of its use in

architecture. Greenhalgh defines vernacular design as “the cultural produce of a

15 Utilitarianism: a doctrine that the useful is the good and that the determining consideration of
right conduct should be the usefulness of its consequences; specifically: a theory that the aim of
action should be the largest possible balance of pleasure over pain or the greatest happiness of the
greatest number ("Utilitarianism." Merriam-Webster.com. Merriam-Webster, n.d. Web. 30 Apr.
2017.)
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community, the things collectively made, spoken and performed”. He says it is as close
to nature as a culture can get, and adds that there has been a tendency to associate it with
pre-industrial, rural communities (Greenhalgh, 1997). It is also seen as an alternative way

of design:

After the first schools of Industrial Design -or Design- opened, and the profession had been
formalized, especially in those countries where industrialization represented a break with
the old artisanal methods of production, and not the result of a natural development, many
craftsmen were either forced to the margins of the professional market or went on to work
in an informal manner. Since then, there has been a constant dialogue within the market
between the production of Formal Design, originating from those professionals who have
generally been through some kind of specialized training or academic graduation within the
area, and the production of what we call Vernacular Design, i.e. spontaneous design
produced on the edge of mainstream design (Finizola, Coutinho, Cavalcanti; 2012 p. 58).

However, as Attfield states; with this comes “the principle by which craft can also,
increasingly, refer to an elite classification of hand or machine production displayed and
sold through galleries such as Contemporary Applied Arts and the Crafts Council”
(Attfield, 2000).

With the post-industrial world’s consumer society, craft can also be seen as a
sector with a growth potential: According to the Crafts Council in the UK, since 1998 the
crafts have been identified as an industrial sector with the highest growth potential
(Schwarz & Yair, 2010, p. 100, from Tung, 2012). As the consumers have started to look
out for specific qualities when they are buying a product, because they want to feel
“unique” and satisfy themselves with the products they buy, a product being “crafted”
“handmade” or “one-of-a-kind” brings an extra value to the product.'®

Craft is also related with the terms sustainability, slow and quality. Today, the
handmade objects and craft are becoming more related with the consumer, as it provides
a more ethical approach. For instance, in fashion, aside from the fast manufacturing with
machines, people are starting to wear the local, handcrafted clothes. Solen Kip6z explains
that “Slow Fashion”, effected from “Slow Food” movement has started against the
unstoppable consumerism and globalisation; and involves a more ecological, sustainable
and ethical fashion sense. With this movement, the production is based more on the local
crafts, traditions and becomes more “human”. Also this movement provides a more
transparent and trustworthy relationship between the designer, manufacturer and the

consumer (Kipdz, 2015, p. 63).

16 Please see page 37 for a detailed discussion about luxury and value of products.
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In today’s situation, it is useful to look at other qualities that take craft one step
further from machine-made products: It is true that extra values come from craft objects
being handmade and unique, however there are other qualities of craft objects that
separate them from industrially produced ones. For instance, a majority of manufactured
products can not be mended; while craft objects are “designed to last for a long time” and
can be repaired if they need to be (Rees, 1997, p. 127).

Unlike craft objects, it is virtually impossible to mend the majority of
manufactured goods. Often component parts are unavailable and, when they are, even the
smallest modification to a product is enough to ensure that a customer is forced to buy a
full replacement, even if just a part of one component has broken. Most of users familiar
with the experience of breaking, say, the lid of a coffee-grinder, only to discover that you
have to buy a new grinder as well as a new lid, because a modified lid design no longer

fits the previous generation of grinders (Rees, 1997, p. 127).

2.1.3.1 DIY and Maker Movement

As explained before, recent movements such as Maker and DIY today are concepts
that combine technology and/or making things with hands, and also represent lifestyles
in the world.

The phrase Do-It-Yourself, explained by Steven M. Gelber (Gelber, 1997 cited in
Watson, Shove, 2006, pp. 8-9), was used in US advertising first in 1912, however it
became common in the 1950s. As a result of the improvement in accessing information
and tools, it gained momentum in the late 1990s.

It is claimed that the do-it-yourself design concept is the “brainchild of Marcel
Duchamp”, who came up with the term “readymade” for describing his artworks that was
made from everyday objects such as a urinal, etc (Steffen, 2008, p. 92). He claimed that

“anything could be art”, and turned everyday objects into art objects'’.

17 See section 2.3. Craft, Design and Art for more detailed explanation on Duchamp.
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Figure 2.6. Marcel Duchamp, Fresh Widow.
New York 1920, Credit Katherine S. Dreier Bequest, Object number 151.1953
Copyright © 2017 Artists Rights Society (ARS), New York / ADAGP, Paris / Estate of
Marcel Duchamp (Source: https://www.moma.org/collection/works/81028)

i
i

Joseph Beuys, an artist born in Germany was an important influence to the DIY
and the conception of art scene. He saw craft not as a refined ability, he saw it as an
attitude. He was also one of the early influences in the social aspects of arts, for instance
the relation of art with terms political activism and sustainability. These terms are still
important in the DIY and recent neo-craft movements.'® Movements such as “craftivism”
are combining craft with activism in the 21% century, going against materialism and
encouraging people to create and bring positive changes to the world. Craftivism, first
used by Betsy Greer in 2002 has created a global influence. In this movement, craft objects
are being used as a tool to transfer social, political or emotional messages; or to start dialogs
between people through wearable craft!'’.

Today, the people “who make things from case-off objects do not mean to launch
an art movement-pop art or a new Bauhaus”, they believe in making things work by a
combination of will and imagination (Steffen, 2008, p. 92).

According to Matt Watson and Elizabeth Shove, DIY “sits awkwardly between
conventional sociological categories like those of work and leisure and of consumption
and production” (Watson & Shove, 2006, p. 7).

Maker movement can be seen as the extension of DIY, with the result of recent

developments in technologies. Both these movements were extension of the consumer

18 See What is Art?: Conversation with Joseph Beuys by Joseph Beuys, 2004 for more detailed
explanation.

19 See Craftivism: The Art of Craft and Activism by Betsy Greer, 2014 and http://craftivism.com for
more information.
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craft. It can be said that nowadays craft can signify a different experience, even an
exciting “activity” that involves using one’s hands to produce a product from nothing.
According to Dennis Stevens, “in the literature, DIY is frequently identified as a
non-hierarchical, anarchistic approach to craft”. He also notes; studio craft*® values skill,
connoisseurship and tradition, and its social structure is “characterized by educational and
professional hierarchies”, and says that, conversely, “DIY craft emerges from a culture
that does not seek professional validation within traditional art methodology but rather is
motivated by joining with others socially in shared, creative activity.” Faythe Levine
claims that to be part of DIY craft, you simply have to “participate” (Anisef, 2010, p. 11).
Kikki Stokstad Haug makes a schema of DIY and states that by combining design,
instructions and materials; the end product emerges. According to this schema, DIY has

similar ingredients with the design and craft processes, “instructions” being the extra part.

Design Instructions Materials

Figure 2.7. Elements of DIY
(Source: Haug, 2017, p. 5)

According to Alfody, crafts can be classified into three groups; traditional
(conventional), contemporary and modern (neo) (Alfody, 2007). Traditional crafts can
are the crafts from the past that recorded history of societies; contemporary crafts are the
ones that are guided by art and/or design; and modern crafts are the ones that are guided
also with “the political badge of handmade”. DIY craft is considered to be a trend within
the neo-craft and subcultural craft labels by Glenn Adamson (Adamson, 2010). People
who engage in activities such as DIY and Maker movement see them more than leisure

time activities, they are choices and ways of life.

20 An approach that takes the workshop of the craftsmen to the studio of the “artist”, also see page
48.
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2.2. Craft in Relation to Design

2.2.1 Defining Design

Just like craft, design too has various meanings today; as Heskett states nail
design, floral design, and even funeral design can be given as some examples (Heskett,
2002).

The word design is described as a plan in many resources. The Oxford English
Dictionary states that design, understood as a plan or scheme intended for subsequent
execution, does not appear as a term until the middle of the 16th century (Margolin, 2015).
It is stated that the term was first used in 1588 (Biirdek, 2005). Alternate meanings of the
term as an act of drawing or sketching come into use around the same time. Consequently,
whatever humans were doing before the 16th century, which led up to the activity called
design, was either not identified typologically or was known by other names (Margolin,
2015).

As professions go, it is sure that design is a relatively young field. However, as
Ken Friedman states, “the practice of design predates professions. In fact, the practice of
design -making things to serve a useful goal, making tools- predates the human race.
Making tools is one of the attributes that made us human in the first place” (Friedman,
2000, p. 5). Design, in the most generic sense of the word, began over 2.5 million years
ago when Homo habilis’! manufactured the first tools (Ochoa and Corey 1995; pp. 1-8;
cited in Friedman, 1997, pp. 54-55). “Human beings were designing well before we began
to walk upright or attend conferences. Four hundred thousand years ago, we began to
manufacture spears; by forty thousand years ago, we had moved up to specialized tools”.

(Friedman, 2000, p. 5).

How far back we care to take the past in referencing design” is a controversial point.
“Design” appears to have entered language and been given etymological birth in the Italian
Renaissance as disegno, communicating the idea of drafting or drawing, but arguably did
not find its way into general use until the first rumblings of the pre-industrial revolution in
the mid-18th century. However, Sparke notes: “The designed artefact is on its simplest level
... a form of communication and what it conveys depends on the framework within which
it functions” (Fuad-Luke, 2009).

2 An extinct hominid of the genus Homo (H. habilis) that is known from sub-Saharan fossil
remains associated with crude stone tools, is estimated to have flourished 1.6 to 2 million years ago,
and is believed to be the predecessor of Homo erectus. Means literally “skillful human”.

(Homo  habilis. (n.d.). Retrieved May 1, 2017, from https://www.merriam-
webster.com/dictionary/Homo habilis)
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That is to say design can be thought like a connection point between different
disciplines. Engineering and art can be combined with design, or any other opposing/or
seemingly opposing concepts. Tradition and modern, old and new, can be brought
together with design. In other words, design is a diverse field that includes unique and
creative disciplines which differ on the bases of their complexities and practices. It is seen
as a dynamic tension between design studies, design practices and design explorations.
Design becomes more complex when another dimension is added into it and that
dimension is sustainability including all of its contexts (Farooq, 2016, p. 35).

It is also said that the term design is losing its meaning, similar to the discussions

about craft as mentioned in the previous section??.

The word Design is a major source of problems. I had dinner a year ago with a German
designer, Dieter Rams, who complained ‘even hair dressers now call themselves designers’.
The word has lost all meaning. He thought we should invent a new term, but I suspect that
if we could, that new term would soon inherit all the same difficulties. Note that both David
Kelly, founder of IDEO, and Patrick Whitney, Dean of the Institute of Design (IIT/Chicago)
have said they dislike the word ‘design’ and would replace it if they could only thin of a
substitute (Norman, 2015).

Design can also be seen as a way to learn problems and solving them. Sevaldson
says that designing is actually a mode of learning the problems and their behaviour.
Through designing one would imagine, speculate and learn how a problem field would
react and respond to an intervention (Sevaldson, 2015). To sum up, design is referred as
a plan to solve problems in general, although it can be seen as a connection point between
different disciplines. Both these definitions can point that design and craft can be used

together for solving the usage of hand crafting.

2.2.1.2 Industrial Design

Industrial design is a new discipline, while we might say that design existed since
the existence of humans, since they always had to “design” objects to survive; industrial
design is a concept that developed after the industrial revolution. In this sense, design and
craft interfere with each other. Since craftsmen have always been making objects, they
were both the designer and the maker of a product.

Despite the fact that “industrial design” is a new discipline, as Helen Rees points

out, especially the term “industrial” is already becoming irrelevant today:

22 Please see pages 10 and 11 for a detailed discussion
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The prefix “industrial” reveals its origins in a production revolution which introduced the
assembly line and the division of labour into the world. Although the era of Fordism, as
both means of production and a model of industrial relations, has passed, the label
“industrial designer” survives. Designers, and also their teachers and employers, appear
reluctant to abandon a term which signifies a particular way of viewing the world. The
implication is that it is the production process which defines their work: that is to say that
designers design for industry, rather than for the consumers of the products of industry. It
is a way of thinking about the world which, by implication, denies the social, cultural and
economic significance of consumption (Rees, 1997, p. 117).

However, as Rees also states, in the end designers design for the consumer, not
for the producer. Heskett suggests that “the industrial designing is a creation, invention
and definition process separated from the production tools within a system established to
make the mass production through the mechanical ways” (Bagli, 2001; cited in Arslan,
2006). This definition points out that industrial designing has separated from the
production tools; and draws attention more to the idea characteristic becoming more
important. It means “the designs are not sourced from the process mostly, in contrary they
apply on process” (Bagli1 2001).

According to Helen Rees, the relevance of the concept of craft for product design
is being underestimated by the general designation of design as being “industrial” (Rees,

1997).

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 (Kocabag, 2009, p. 56.)

Although industrial design was commonly incorporated in industry at the end of
the nineteenth century, the profession of the industrial designer was still rather blurry,
meaning that the activities of artists, architects, craftsman, inventors, engineers,
technicians and personnel of larger companies were all labelled as industrial design
(Megens, Peeters, Funk, Hummels & Brombacher, 2013, p. 2). Only in the beginning of
the twentieth century the legitimacy of the industrial designer surfaced as a person who
integrated all these activities, incorporating e.g. technology, user, aesthetics and business
aspects (Sparke, 1986). We can also say that lack of beauty in industrially produced
products (that the Arts and Crafts thinkers were criticizing) was one of the reasons that
“industrial designer” as a professional job title emerged later in the 20™ century.

After industrial revolution, a distinction between the maker and the “thinker” of
the product emerged, however, in the last ten years, movements such as “DIY” and
“Maker” came up. With new developments in technology in the past years, new

production techniques are being developed, causing shifts in craft and design world, also
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in what they mean, represent in today’s world. The shifts in craft can be a tool for a

designer, and the design worlds can be a tool to revive the crafts.

2.2.2 Relation between Craft and Design

In light of what has been said so far, it seems plausible to say that craft production
and craftsmanship were working in the same process as industrial design today. When an
object was being made, the craftsman/maker was also the person who “planned” the
product. As mentioned before, the changes in production techniques with the industrial
revolution led to many changes, one of them being the making process and design process
to become separated from each other, and even the term “industrial design” came after
the industrialization process, for a way to make machine produced objects look better.

The machines to produce Heskett also states that the separation of design from
the processes of making, in fact emerged before the Industrial Revolution, with “the
evolution from the late medieval period onwards of early capitalist industrial organization
based on craft methods of production” (Heskett, 1980). However, design and “making
process” are still connected to each other.

According to Hiimanur Bagli, craft and design are similar in the way they are
described. To explain this, she mentions the craft concept as defined by Meydan Larousse
(1971) is a work done to meet the needs of people with a material that requires experience
and skill. Design is also defined as “the action of designing, imagined form, or the ability
to visualize a real object, a particular plan”. She states that both of these descriptions
explain different stages of a certain production process (Bagli, 2001; cited in Arslan,
2006).

Especially in today’s world, craft and design are regarded to be situated close to
each other, learn from each other in the process of coming up with a new object. Crafted
products are sold with the help of design, which is one way to look at the issue. However,
in today’s world it might be more important for designers to come up with products that
do not belong to the past in terms of usage and look, instead, they should have a place in
daily usage?®. As hand-crafted objects are things of the past, but can also be used

according to the user needs of today.

23 See also section 2.1.1 on page 20 for a more detailed explanation on craft before industrial
revolution.
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Craft is still in use to produce new products. The result of a design process is a
product, as well. While design and craft both produce a product, the processes are
different: Design process consists of a thought process and requires planning. Cratft is the
part when the production occurs; the product meets the elements of material, form, detail
from the mind to reality.

In the past, the craftsmen designed and produced the craft objects himself or by a
group of craftsperson. Demircan observes that even today, some craftsmen have been
producing on their own without any “physical” division of labour. However, after the
separation of design action from production process, the act of designing and producing
became separate professions, and craftsmen have been doing these two simultaneously.
So, craftsmen became achieving two separate professions simultaneously knowing that
they are particular actions anymore. An additional reason was that craftsmen could not
afford a designer financially (Demircan, 2005).

According to Helen Rees, one difference between craft and design is that
innovations often come from the market in design. She says that in craft, one can make
innovation with an exercise, self expression or an experiment on materials or techniques:
In design, innovation is market led; in craft, it is maker led (Rees, 1997). However, in
recent movements in the 21% century such as DIY and maker movements, innovation in
design is becoming maker-led as well.

Esra Arslan states that the “design concept” becomes the general name of the
products commonly produced through mass production; “by using an advanced
technology rather than indicating a mental activity. So, when we depend on this approach,
craft also refers marginal products to be produced solely and traditionally” (Arslan, 2006,
p- 9). As the Turkish meaning of craft implies completely physical and product based
meanings, one might say “the craft plays the role of mythic character by also including a
type of nostalgia representation related to the traditional and past experience” (Arslan,

2006, p. 9).
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2.3. Craft and Design in Relation to Art, Technology and Lifestyles

In order to comprehend the relationship between design and craft one should
explain the role of art and technology in the matter too. Accordingly, this chapter strives

to present a discussion of these relevant concepts.
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Figure 2.8. The definition of creative crafts versus other crafts and skills
(Source: Klamer, 2012, p. 5).

2.3.1 Craft, Design and Art

Art and design became separated after the Industrial Revolution, as Dormer states;
“The separation of craft from art and design is one of the phenomena of the late-twentieth-
century Western culture. The consequences of this split have been quite startling”
(Dormer, 1997). According to him, the separation of having ideas from making objects
was a direct consequence of this split, also the idea that creativity can be separated from
knowledge of how to make things; which has led to art without craft (Dormer, 1997).

We can make a similar connection between design and craft as art and craft’s
separation. According to Greenhalgh, it was in the twentieth century that the idea fully
evolved of a designer as a professional who saw an entire process of manufacture through
from drawing-board to finished artefact. He states that it was only then that 'design'
became exclusively tied to the idea of industry and designers clearly distinguished from
artists and craftspeople. They are now irrevocably associated with mass production, or at
least highly-mechanized production (Greenhalgh, 1997). Before twentieth century, the

designer was at the same time, the maker of a product.
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The field of design was, in its very earliest days, a social laboratory for the utopian

ideal of production. The faceless and anonymous designers of the mid nineteenth century

were mostly artisans; in a single generation- identified by names like Alfred Stevens,

Godfrey Sykes, Christopher Dresser and (ironically) William Morris himself- design was

introduced to the idea of authorship and liberal professional status (Cardoso, 2008).

MAN MADE THINGS

PURPOSE
Applied Physical Function Visual Communicative Function
containers . . .
covers 2-dimensional 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 2.9. Risatti’s diagram of man-made things
(Source: Risatti, 2007, p. 245)

Designers have an opportunity to be entrepreneurs in today’s world. Munari says

that they are the artists of today, as they create things for the benefit of people. In his book

Design as Art, chapter What is a Designer?, he says,

The designer is therefore the artist of today, not because he is a genius but because he works
in such a way as to re-establish contact between art and the public, because he has the
humility and ability to respond to whatever demand is made of him by the society in which
he lives, because he knows his job, and the ways and means of solving each problem of
design. And finally because he responds to the human needs of his time, and helps people
to solve certain problems without stylistic preconceptions or false notions of artistic dignity
derived from the schism of the arts (Munari, 1966).

As it can be seen in the examples, many theses, journal articles have mentioned

the relationship between art and craft; as well as design and craft. Conferences have been

organised on this relationship, and how craft can survive in the modern world. These

discussions have been going on since the industrial revolution, even before. Main idea

after the industrial revolution is that craft is not used as much as it was, as machine
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production took place of the small-scale production. However, many researchers state
that craft still exists and is needed for many reasons>*.

According to Pye, “the whole future of the crafts turns on the question of design.
If designers will only come to recognize it, the crafts can restore to them what the
workmanship of certainty in quantity-production denies them”; that is the chance to work
without being tied to a selling price; and this would bring “the chance to design in
freedom”. For the modem designer, this would be a challenging but necessary attempt
(Pye, 1968). If the crafts survive, their work will be done for love more than for money,
by men with more leisure to cultivate the arcs than we have. Some of them will become
designers, some not: that is not important: a designer is one sort of artist, a workman
another. Instrumentalists do not feel any sense of inferiority because they are not
composers. But the scale of what craftsmen could achieve by concerting their efforts, and
the opportunity it would give designers, would be something not dreamt of. Cathedrals
were built, if not with joy in the labor (pace Morris), quite certainly by concerted effort
unaided by any plant to speak of but what the workmen made themselves. People are
beginning to believe you cannot make even toothpicks without ten thousand pounds of
capital. We forget the prodigies one man and a kit of tools can do if he likes the work
enough (Pye, 1968).

The art scene in the early 20" century was shifted by Duchamp’s work: Duchamp
defended that an artist’s choice is what makes an object art; whether he makes the object
or not is irrelevant. Objects become art with the meaning we put in them. For instance, he

sent?

a porcelain urinal to an open New York Society of Independent Artists exhibition
in New York, titled “The Fountain”; signed by the name R. Mutt; which was refused by
the exhibitors. The work’s rejection by the committee, despite the fact that paying a
member’s fee actually guaranteed the exhibiting, turned out to be a Dada manifestation
itself (Hopkins, 2004, p. 10). Afterwards, an anonymous article; assumed to have been
written by Beatrice Wood was published in Blind Man?S; referring to this refusal. The

authorship of it was never acknowledged by Duchamp. It is written in this article that the

24 Please see page 20 for more detailed explanation on craft in post-industrial times

25 The actual creator of “the Fountain” is not known; there are two different versions: The first
version says that Duchamp created the work. The other version states that the work was sent to
Duchamp by a female friend, according to the letter written by Duchamp to his sister. Baroness Elsa
von Freytag-Loringhoven, an artist well known in the New York avant garde scene. See also
Baroness Elsa: Gender, Dada, and Everyday Modernity--A Cultural Biography by Gammel, Irene,
2003, pp. 223-225.

26 A magazine published by Duchamp, Beatrice Wood and H.P.Rochéwas in 1917.
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artist chose the object, “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”.
This led to a paradigm shift in the art world from “the ostensive paradigm to the discursive
paradigm” (de Duve, 1994), and later used many times in design: The piece has also

effected the development of product design (McDermott, 2007, p. 16).

Figure 2.10. Ducﬁainp, Marcel: Fountain.
original (lost) ready-made by Marcel Duchamp, 1917; Photography by Alfred Stieglitz.
(Source: https://www.britannica.com/topic/Fountain-by-Duchamp)

Also, it might be useful to mention studio crafts here, as this movement
transformed the craftsmen of the workshops to artisans of studios, and in a way brought
art and craft together. According to Janet Koplos and Bruce Metcalf “studio craft means
handwork with aesthetic intent, largely or wholly created by individuals (usually art
school or university trained) to their own designs” (Koplos & Metcalf, 2010).

Ettore Sottsass is one of designers from Italy who worked with artisans for
producing his drawings: In 1956, he was asked by an American businesswoman to design
pots that were modern and upbeat. The pots he designed (drew) were handmade by
artisans, not by him; and for forty years he had “produced” these ceramics (Sottsass, 1995,
p. 8 cited in Dormer, 1997, p.13). Andrea Branzi is another Italian designer who explored
“the idea of adding meaning and symbolism to objects in the home” (Dormer, 1997, p.13).
He created a series of studio craft designs for furniture and other objects he named

“domestic animals”.
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Figure 2.11 Domestic animals by Andrea Branzi
(Source: http://glob.daniel-letson.com/posts/tomes-domestic-animals-the-neoprimitive-
style/)

When designers such as Sottsass, Branzi, Weil...want to make a rhetorical cultural
comment about the shortcomings of design and technology they borrow an argument from
the crafts. In so doing they also showed how fluid the definition of design is (Dormer,

1997, p.14).

2.3.2 Craft, Design and Technology

This section is written as technology is a term used together with design and craft.
Defining technology is as difficult as it is also a changing concept. The word technology

is the combination of “techng”?’

, which means art, skill; and “logos”, which means to
know?®. The meaning of “technology” can be seen in its roots: “a way of knowing by
making and crafting” (Hasoglu, 2015, p. iv).

Dormer mentions that most craft activities involve “a technology”, and counts
using a brush, a palette and a set of colours as examples of technology (Dormer, 1997, p.
7). However, he refers to the term as means of making or doing things which have a
certain order of magnitude. Technology is the integration of machines and information to

create processes of manufacture or the distribution of knowledge in ways that are

increasingly independent of the vagaries, whims or decisions of individual employees or,

27 Source: http://www.etymonline.com/index.php?term=techno-&allowed_in_ frame=0
28 Source: http://www.etymonline.com/index.php?term=technology&allowed in_frame=0
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indeed, employers (Dormer, 1997, p. 7). However today, when using the term technology;
in general the machine production that does not require any craftsmanship and hand
labour is meant. Technology is also identified with newly developed machines such as 3-

D printing and laser cutters.

Figure 2.12. Glass production method. Two-piece “cup-bottom” mold with separate
base plate. (Source: https://sha.org/bottle/Bases/cupmold.jpg)

Almost all the modern production techniques can be thought as the replicas of
traditional production methods. For instance, blow moulding resembles the glass blowing
techniques. Injection moulding is the industrialized version of moulding. Almost all metal
molding techniques were translated to industrial plastics production techniques. Looking
from this point of view, the techniques used for producing an object changes with time,
however some forms and principles can stay the same.

According to Margolin,

Designers today have the opportunity to produce and distribute new things, whether type
fonts, software, or material goods of all kinds, to worldwide markets at low costs. In the
realm of dematerialized products like digital typography, new typefaces are being produced
in hundreds of small font shops similar to the diffuse way bicycles and automobiles were
fabricated a century ago. With the development and distribution costs for these typefaces
being fairly low, there is nothing to prevent a young typographer from becoming an
entrepreneur (Margolin, 2002).

This counts for crafts as well, and connects design with new developments and
technologies. Margolin says that today, designer/entrepreneurs can do more than
challenge the system of industrial production; they can establish their own niches in it.
The market is ready for a resurgence of small designer/entrepreneurs who work outside
mainstream manufacturing (Margolin, 2002, 1). Margolin finds this similar to what Arts
and Crafts designers of the late nineteenth century sought to do. However he states that
today, the focus of such a practice is based neither on the handicraft production of the
nineteenth century nor on the concepts of intermediate technology of the 1960s and

1970s. On the contrary, designer/entrepreneurs are likely to make use of the most
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advanced technology for modelling, prototyping, manufacturing and distributing new
products (Margolin, 2002, 2).

It then can be claimed that advanced technology can be a bridge between design
and craft, and that it may aid craft still maintaining and keeping craft alive. In the same
sense, today design can be the road map between craft and technology. Technology may
seem as an obstacle or enemy to craft, however it is not the opposite of craft, actually it
can be of benefit to craft production. Defining technology along with craft is also possible.
Dormer says that “we set up machine technology to achieve more efficiently that which
we can nevertheless and with great effort achieve without machine technology” (Dormer,
1997). Charles and Ray Eames’s work can be given as an early example for craft’s fusion
with machine produced work. Their furniture designs are modern and humanistic,
validating the pre-industrial, the personal and the handmade as well as the industrial, the

uniform and the mass-produced (Kirkham, 1998).

Desktop manufacturing systems for producing cheap prototypes have been around for a
decade. Other trends suggest that reductions in technological costs will enable small
manufacturers to follow the examples of large automobile companies who transmit design
files from one part of the world to another and send messages to prototyping machines
thousands of miles away. This is already done easily and cheaply by
designer/manufacturers of dematerialized products such as type fonts and software but
eventually the cost of doing it for hard goods as well should come down. Eventually, it may
be possible to make products on demand and distribute them globally by downloading them
to local manufacturing facilities (Margolin, 2002).

Heskett says that innumerable crafts around the world have been widely displaced
by industrial manufactures from their central role in cultures and economies, but have
also found new roles, such as providing goods for the tourist trade or supplying the
particular global market segment known as Arts and Crafts. According to him, rapid
developments in computers and information technology are not only creating exciting
new possibilities in interactive design, but are also transforming the ways in which
products and services are conceived and produced, in ways that supplement, rather than
replace, the old.

With the technological developments in the last fifty years in the fields of
manufacturing, communication, transport, financial infrastructure, the society has
changed dramatically. Consumers becoming networked individuals through those
developments are no longer passive and docile recipients of supply (Ramaswamy &
Ozcan, 2014; Giimiistas, 2015).

Despite its association with technologies that are considered to have been made

redundant by industrialization, the crafts movement is an entirely modern phenomenon.
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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). Dormer states that 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” (Dormer,

1997, cited in Kocabag, 2009: p. 29).

What gives craft its distinctiveness from technology, this meant technological objects or in
another words industrial products, is that technology has become so predictable that its
aesthetics is predictable, even boring. Meanwhile the familiar argument in favor of
supporting craft is its potential to provide variety and an unexpected diversity of form and
texture. But it is important to recognize that visual difference is a ‘choice’ for the craft, it
is not a necessity (Dormer, 1997, p. 142).

To conclude, craft offers the opportunity to produce one-of-a-kind objects, which today
can also be achieved with the help of machines and technology, for instance by 3-d
printing. However in craft, the care and attention that a craftsman brings when making a

product makes it unique and important.

2.3.3 Craft and Design in Traditional and Modern Culture

Defining modern and tradition in today’s world is crucial in placing craft’s role.
Since this thesis focuses on the concept of craft, and thus, the conflict between modern
and traditional, as it is implied on the products, styles, forms, colors and patterns etc. it
seems necessary to explain the concepts of tradition and traditional at this point. The
transmission mechanism from “sociological, physical and mental cultures” to the next
generations was mutual in all different cultures; this mutual mechanism is defined as
“tradition” (Posner, 2001, pp. 33-34 cited in Demircan, 2005, p. 20).

Culture of traditional object signifies the role of object in the ritual. Each object
needs some traditional data about its usage, and thus offers its usage to be learnt. Each

object has original roles in the ritual. That is why traditional object transfers its culture
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inside, it informs the user about its cultural background, at least about traditional usage
of the object (Demircan, 2005).

When studies about tradition concept first began, it was said that tradition comes
from folkloristic information; and it is dogmatic and constant. It is preserved the same as
it is to the next generations who convey them. With this comes the the thought that these
conveyers should take the “information of tradition” as it is without interrogating it
logically or mentally (Shils, 1990, p.116; Demircan, 2005). However, traditions are
changing with time and might have different versions, even when they are transferred
from the same source in the same time.

The term “traditional” is also used for the production techniques or materials from
pre-industrial production: Traditional objects are mostly produced by handcrafting. These
objects have a known historical background in the society, and generally are related with
the society’s history. Handcrafting is the traditional method of producing “traditional”
objects. By traditional, “the materials, techniques and formats that survive from
preindustrial production were meant” (Metcalf, 1997, pp. 70-71). Deriving from this
statement, in this thesis, production methods are mentioned as traditional ones and
modern ones. By traditional production techniques, techniques used in the craft
workshops are meant.

“Traditional culture is the result of unique local identity and social experience”
(Nascimento, 2009). However, contemporary culture is influenced by more: “It takes the
form of a product shaped by urban life, global reflection, and by an economy that seems
to perpetually be under constant, almost irrational mutation” (Nascimento, 2009).

In 1883 Charles Baudelaire characterized modernity as half "transitory, volatile,

possible" and half "eternal and unchanging" (Baudelaire, 1924, p. 168).

By “modernity” I mean the ephemeral, the contingent, the half of art whose other half is
eternal and immutable. The painter (or novelist or philosopher) of modern life is one who
concentrates his vision and energy on "its fashions, its morals, its emotions," on "the passing
moment and all the suggestions of eternity that it contains." (Baudelaire 1925, p. 168)

This concept of modernity was meant to cut against the classical fixations that
dominate the French culture (Berman, 1988, p. 133). According to Baudelaire, "We are
struck by a general tendency among artists to dress all their subjects in the garments of

the past?®” (Baudelaire, 1964).

2 See also Baudelaire, 1964 and Berman, 1988 for more detailed understanding of the terms modern
and modernity.
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According to Baudrillard, modernity is not a political, sociological or a historical

concept.

It is a characteristic mode of civilization, which opposes itself to tradition, that is to say, to
all other anterior or traditional cultures: confronting the geographic and symbolic diversity
of the latter, modernity imposes itself throughout the world as a homogeneous unity,
irradiating from the Occident (Baudrillard, 1987).

Starting at the beginning of the 19th century, as a result of industrialization,
working and living conditions have changed deeply; it created a radical change not only
in human behaviour patterns but also in the episteme of the society. In this context,
through the middle of the 19th century the first modern cities emerged to experience what
we call modernity (Ocal, 2012, p. 2).

Modernity can be thought as a state of mind in which we are in today. It is
explained as a world that abstracts newness. Although the terms modern and modernism
are criticized because they also bring alienation, modern is part of today’s culture and it
always brings newness and changes. Because of the technological changes and modern
cities, today’s individuals are alienated to other individuals, even to themselves. They
also become alienated to the products they use, because of the production methods led by
machines and the consumption that comes along with the new production techniques. It
is claimed that after the industrial revolution, individuals that moved to the cities for work
became away from nature and what is “natural”, they started to live their lives in a way
that was opposed to normal, so they had to find new ways to manage their state of minds.
Hence, they started to consume as a way to cope with their daily life. Alienation has
become a term used for criticizing human-machine interactions; as it was an important
outcome of the industrialization®’.

Explaining tradition and modernity along with is crucial, as it concerns the term
craft today and before. Baudelaire’s painter of life shows us a bright, colourful image of
the modern life; spirit of modernity and freedom are connected with the kaleidoscopic
city life that the complexity brings (Baudelaire, 1964). However, Baudrillard paints a
pessimistic picture of the consumer and the modern life. According to Baudrillard, the
new consumers do not want to sacrifice themselves for the future, seek daily happiness
and the new media benefits from this. Shopping from internet, without even trying on

clothes and other postmodern consumers do no make any effort, and seek to do everything

30 Please see for a detailed discussion of modernity, modernism and its crisis in Baudrillard, 1970.
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in an easy and fast track. As mentioned, craft objects are often designed to last for a long
time; while the postmodern consumer wants to consume and buy more.

Although craft is known to be a part of an old world and tradition, the term is a
part of modern world. As mentioned before, handcrafted objects were used in daily life
before mass production began, that is why they are known as traditional and nostalgic.

However, after mass production, handcrafted objects became a part of modernity.

2.4 Craft in Relation to Lifestyles, Luxury and Value of an Object

As mentioned before, craft can be associated with a lifestyle in the world we live
in today. Craft objects are of value today, because the production process of a craft object
has value, also the material has value itself. This value comes from the effort and work
that a craft producer puts into a product.

According to Baudrillard, an object has four different values, which he first
explains in his article The Ideological Genesis of Needs, Functional value, economic
exchange value, sign value and symbolic value. He says that in consumption; economic
exchange value (money) is converted into sign exchange value (prestige, etc.), with the
alibi of use value. According to him, the main drive in capitalist society is consumption
rather than production.

“The ideological genesis of needs” postulates four different logics of value:

1 A functional logic of use value.

2 An economic logic of exchange value.

3 A logic of symbolic exchange.

4. A logic of sign value (Baudrillard, 1969; p. 66).

This values are explained through examples; handcrafted objects’ exchange value
comes from their symbolic value. For instance, a pen has the function of writing, is worth
two pencils economically. The symbolic value of is the value of the object according to a
subject; for instance a pen may be a gift for graduation. Sign value is the value of an
object within the system of objects; for instance a pen might be a sign of prestige when
compared to other pens.

As mentioned before, craft also became a way of life and a consumption trend

since the 1980s.
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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).

As seen in the quote, Dennis Stevens positions craft’s acquisition as a life style in
the consumer culture. According to Stevens; the choice of an object because of its craft
property becomes a statement about the identity and choices of the consumer. This
attributes the notion of a lifestyle to craft; “which forms a paradox with craft’s

alternativeness to the popular consumer culture” (Kocabag, 2009).

Veblen and Simmel both provided analyses of newly emerging life-styles at the turn of the
century - a metropolitan, or nouveau riche, lifestyle in which the consumption of such
things as clothes, personal adornments and expensive pleasurable pursuits was becoming
central. Such patterns of living were spreading increasingly among other less affluent
groups, as the twentieth century developed. (Bocock, 1993, p. 19)

According to Veblen, in the nature of things, luxuries and the comforts of life
belong to the leisure class. Under the taboo, certain “victuals, and more particularly
certain beverages, are strictly reserved for the use of the superior class” (Veblen, 1965,
p-50).

Luxury products are scarce, i.e., they are limited in production and distributed
highly selectively (Mortelmans, 2005, p. 505). From this point, handcrafted products have
all these qualities as well. Selling products on a large scale not only causes prices to drop
but also aspects the exclusive status of the brand. One cannot go to the clothes shop
around the corner to buy a luxury bag. As soon as “refrigerators or washing machines
were produced on a large scale, they lost their scarcity and consequently their appearance
of luxury” (Mortelmans, 2005, p 505).

However, it is not sufficient that a product is not massively produced. It also needs
to be subjectively rare. The target group has to believe that they belong to a quite selective
group of people able to buy these products... The second characteristic of this narrow
luxury concept is the extra value added to the product. Luxury products often have a
unique design (Mortelmans, 2005, p. 506). A high standard of quality is the last luxury
essential. If luxury suffers from mediocrity, it is nothing else but a bad imitation, a cheap
trick, a false luxury. Many authors also use pricing as another luxury characteristic...In a

narrow definition, luxury product is defined as those scarce products with an objective or
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symbolic extra value, with a higher standard of quality, and with a higher price than
comparable products (Mortelmans, 2005, p. 507).

In a narrow definition, Mortelmans describes luxury as “those scarce products
with an objective or symbolic extra value, with a higher standard of quality, and with a
higher price than comparable products” (Mortelmans, 2005, p. 507). In order to outline
the place luxury takes in contemporary consumption society, we consider objects as
“envelopes of meaning” (Pels, Heatherington & Vandenberghe, 2002). In doing so,
products become meaning producing devices circulating in a specific cultural
environment. Semiotic theory shows us that signs do get their meaning in the interrelated

play of the signifier and the signified (Mortelmans, 2005, p. 508).
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Figure 2.13. Craft market segmentation
(Source: Santos, 2008; as in Kocabag, 2009)

Through the history of industrialization, craft production is seen as the opponent
of machine production; ironically they are both promoted with the claim that their
products have the highest quality in production (Demircan, 2005, p. 61). Especially in
less industrialized countries®!, most of the production still depends on craft production,
and this production is made mostly by amateur unqualified people; and as stated by

Demircan, that is why most “handcrafted” products are cheaper (Demircan, 2015, p. 61).

31 Please see for a detailed discussion about the Craft Communities in Istanbul, Turkey in page 55.
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However, quality products produced by masters are “particularly expensive” and they are
seen as “objects of status”?. Craft-as-industry approach covers this side of craft

production.

Currently, contemporary artisanal products from Africa are enjoying enormous popularity.
It is common to see the “look and feel” of African arts and crafts as design themes at
functions, offices and private homes, and local art dealers and interior designers boast of
clients abroad for whom they purchase visual art or craft objects, not least because of the
attractiveness of local currencies to overseas buyers (Office, 2003).

To conclude this part, it can be said that handcrafted products that are produced
by capable masters match the description of luxury today even more, as the handmade
production and the workshops that make the production are getting more difficult to find.

However some of these products’ “less quality” copies have become more reachable.

2.5. Craft Knowledge

In 1918, Ludwig Wittgenstein, a Western philosopher of the twentieth century
argued that the fundamental problem in philosophy in fact lies in the difference between
what can be expressed theoretically in proposition —language- and what cannot be
expressed theoretically but only shown (Nugraha, 2009). Dormer bases on this work and
says that knowledge can be fundamentally divided into two main groups: first, knowledge
that can be described in words, and the other, knowledge that can only be shown. We
usually call the previous one as theoretical knowledge, and the latter as practical
knowledge.

The first one, theoretical knowledge, uses language for analyzing our inquiries in
the world and then reflecting what invention or discovery we possibly achieve. In
language we get “a power to build a conceptual thought” (Nugraha, 2009). The second
one, practical knowledge, such as craft knowledge, puts “making” or “doing” as its central
activity. It is all about work related to tacit knowledge and connoisseurship; knowledge
that cannot be described very easily in language but often can be demonstrated through
example and comparison. It is harder learnt through books, than face-to-face with a skilled
practitioner and teacher. Tacit knowledge can be achieved mostly through experience of
doing a variety of work, as Dormer illustrates: “The particular “touch” of a violinist,

pianist, draughts master, surgeon, nurse or vet cannot be described, but it can be

32 That is also close to the studio crafts movement, the approach that takes craft as an art.
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demonstrated and, to a degree, be imitated or even learned wholly by someone else”
(Dormer 1994, p. 14).

Essentially similar to tacit knowledge, connoisseurship is such a knowledge that
“can be achieved through experience of senses”. Certainly, connoisseurship is
exceptionally valuable, since it is broadly useful, for instance, of tasting foods and wine,
of art attribution, and diagnosing problems as well (Nugraha, 2009).

Because it happens in every individual, in one self in a sense of singularity,
practical or craft knowledge is sometimes called as a “local” knowledge, as distinct from
general knowledge (Nugraha, 2009).

Mike Press says that “craft presents us with the oldest knowledge there is: the
most fluid knowledge our culture has produced: Knowledge about making things”. This
knowledge enables makers to “assert a vital new relevance and value for craft”, attached

with the most contemporary technology (Press, 2007).

2.5.1 Tacit Knowledge

Tacit knowledge, first written by Michael Polanyi, is explained as “we can know
more than we can tell” by him (Polanyi, 1997, 136). In his book Personal Knowledge
(1958), he proposes that any expression of knowledge was greatly influenced by a
complex range of knowledge possessed by the person in the act of knowing. According
to him, whilst explicit rules or formulae might influence a skilful performance, it was
actually the performer's wider personal knowledge that played the largest role in guiding
the performance (Polanyi, 1966, p. 4 from Wood, 2006, p. 109).

Polanyi observed that much of this knowledge was so internalized and interwoven
it was not possible to express; and such knowledge became widely known as tacit
knowledge; the knowledge that we know, but can not put into words.

Tacit knowledge is mentioned in this section, because it is relevant to the craft
knowledge and learning craftsmanship. Through apprenticeship, the master transfers the
knowledge to the apprentice, which is also explained as “tacit knowledge”. To clarify the
meaning in the design context, firstly explanations both from design and craft perspective
are mentioned. Afterwards, the tacit knowledge used in craft production and learning is
explained through Nicola Wood’s study, as tacit knowledge of craftsmen is a crucial point

of this research.
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According to Sennett,

In learning a skill, we develop a complicated repertoire of procedures. In the higher stages
of skill, there is a constant interplay between tacit knowledge and self-conscious awareness,
the tacit knowledge serving as an anchor, the explicit awareness serving as critique and
corrective. Craft quality emerges from this higher stage, in judgments made on tacit habits
and suppositions. (Sennett, 2008, p.50)

While Friedman criticizes the fact that the tacit knowledge of design practice is
confused a lot with general design knowledge, and that craft tradition has relied on tacit
knowledge, Cross seems to line up more with tacit knowledge. He explains that
“traditional crafts are based on the knowledge implicit within the object itself of how best
to shape, make and use it”, and this is why craft-made products are usually copied literally
from each other through generations. “If knowledgeable people fail to pass on their tacit
knowledge then that knowledge will disappear. When practical knowledge disappears, it
is hard and time consuming to rediscover it” (Dormer, 1997, p. 148 from Demircan,
2005).

Tacit knowledge is used as a term in many research on craft before. Nicola Wood

has appropriated the term into craft practices and have made many studies on the subject.

interiorisation
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Figure 2.14. Interpretation of Polanyi's theory
(Source: Wood, Rust & Horne, 2009)

Polanyi proposes that tacit knowledge has two terms: the proximal (of which we have a
knowledge that we may not be able to tell. that is situated nearer to oneself) and the distal
(that situated further from oneself) (Polanyi, 1966, p. 17). He described the functional
relationship between these terms as knowing the proximal only through what it tells us
about the distal. Hence practitioners only know the tacit principles that govern their practice
through their effects whilst in the act of undertaking that practice (Wood, Rust and Horne,
2009).
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On a purely functional level, tacit knowledge might be seen as offering advantage
to the craft practitioner by reducing cognitive load, freeing the mind from one level of a
task to enable thought to be directed at another (Wood, 2009).

Nicola Wood, along with Chris Rust and Grace Horne interprets Polanyi’s theory
with a chart (see Figure 2.13), and explains that Polanyi's work implies that such
knowledge is gained experientially, through undertaking the actions and absorbing the
principles. The project they have made in the study, aims to enable new practitioners to
tap into the accumulated knowledge of previous generations of practitioners. Polanyi
described the means by which “such knowledge was learned as a process of indwelling:
the novice seeks to dwell in the actions of the expert through observing them and taking

action to imitate them” (Polanyi, 1966, p. 30).
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Figure 2.15. Tacit knowledge diagram made by the researcher

Tung, another researcher that used tacit knowledge in craft research, says that the
“existing knowledge of a craft is viewed as tacit, where specialized skills are embedded
in a person tor within a local community” (Tung, 2012, p.74). Tung explains that the tacit
knowledge; possessed by the local artisans is “acquired through extensive experience of
working with materials and processes and it can primarily be acquired by practical and
personal contact between master and apprentice”. These specific techniques and craft
styles may be passed in two ways:

1-Within families

2-In a close knit community (Tung, 2012, p.74).

As mentioned in the introduction, tacit knowledge is directly included in craft

knowledge, thus it forms a product knowledge on its own. To quote Nigel Cross;
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We must not forget that design knowledge resides in products themselves: in the forms and
materials and finishes which embody design attributes. Much everyday design work entails
the use of precedents or previous exemplars - not because of laziness by the designer but
because the exemplars actually contain knowledge of what the product should be. This is
certainly true in craft-based design: traditional crafts are based on the knowledge implicit
within the object itself of how best to shape, make and use it. This is why craft-made
products are usually copied very literally from one example to the next, from one generation
to the next (Cross, 1999).

This applies to craft as well. The existing knowledge of a craft is viewed as tacit,
where specialized skills are embedded in a person or within a local community (Tung,
2012). Product knowledge here is mentioned as the “design” knowledge that comes from
a product, however it is also sometimes used as a term for understanding a consumer’s
perspective of a product.

In Turkey, Cigdem Corek, who has done in-depth interviews with local craftsmen,
states the importance of tacit knowledge is very important in the jewelry sector: The masters
she interviewed with all emphasized the importance of practice based and face to face

education; and both these depend on the tacit knowledge (Corek, 2011, p. 77).
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CHAPTER 3

CRAFT AND DESIGN IN TURKEY

Craft scene in Turkey has existed through the history, small scale production has
hold an important part since Turkey was not a part of the industrialization process in the
world. In other countries, similar craft knowledge is preserved through laws as they are a
part of the cultural heritage. As mentioned before, Turkey is chosen as a geography, not
as an identity for “being Turkish” or “Turkish culture”. While the research focuses on the
design culture of a specific geography; the aim is not to categorise cultures according to
different countries or nations. The identification of cultures and traditions through
specific borders (such as countries, ethnicities...) is debatable. While certain products are
being designed and promoted in the local and global market through this cultural
identifications, culture is a dynamic concept that should not be only limited with these
specifications. Thus, in the research the specification will be made directly from the
geographies of products; instead of “Turkish product design”, titles such as “product
design from Turkey” is intentionally preferred.

It is beneficial to look at examples from other countries’ craft scenes and how they
use the identity of a specific country. For instance, in Japan, a similar categorization of
products in “Japanese” identity is made and products are marketed with this identity.

A radio programme was broadcast in 1938 comprising a round table discussion
on export crafts. The six panellists discussed how to break off the “current stagnant and
declining situation of export craft after the outbreak of the Sino-Japanese War, and what
necessary radical innovation and strategy should be considered” (Kikuchi, 2010). The

panellists discussed “Japaneseness” as a crucial issue.

Takamura starts the discussion by saying that the “Japaneseness” for the first phase of
export crafts in the Meiji period was a passive response to satisfy the curiosity of
westerner’s taste for exotic “Japanese” by exporting, for example, Satsuma, Kutani and
Imari wares. It was a temporary curiosity and therefore they soon got bored. Now we are
currently in the second phase, and we have to consciously and proactively design
“Japaneseness” by taking a long-term view. Moreover this “Japaneseness” should not only
be understood by Japanese, but also it needs to be sufficiently modern and universal to fit
the “demands and taste of the people of different cultures and lifestyles”. For example,
although the patterns of pine, bamboo and plum do not have any auspicious meaning to
them, they can be aesthetically rearranged to cater to international taste, or Japan’s unique
techniques for lacquer work need to be strengthened by modern scientific research to be
adaptable for use in any climate in the world (Kikuchi, 2010).
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In the quote, it is said that “Japaneseness” can be of help while promoting craft
objects to an international audience. This can be associated with Turkish crafts as well

for involving designers in the crafts.

Takamura’s view was summarised by Yamazaki as “restructuring Japanese motifs with a
new international sense”. Other suggestions include foreign experts’ advice and selection
of Japanese crafts; studies on classical fine art and collection of folk utilitarian crafts which
the Mingei movement had been conducting; and more active involvement of designers for
design ideas and national agencies which centrally market the new products with
“Japaneseness” (Kikuchi, 2010).

According to Dormer, traditional craft objects, thought or designed by craftsman

himself, have artistic sides.

The problem is, in so far as it concerned art, that being essentialist has been historically a
part of what constituted the capital of art. In other words, representing ethnic characteristics
has formed an important part of the way in which consumers assess and rank artworks.
National schools, regional schools, African art are valued in large parts because of their

LEINT3

“nationalism”, “regionalism”, Africanism. It not only becomes self-repeating, and thus
“locked-in”, in production of industrial products, but also unlike those industrial products
in “consumption”. The Italians are loved by English for their “italiannes” (Dormer, 1997,
p.213).%

The fact that representing ethnic characteristics are relevant in the consumer’s
product selection is an interesting point: Some countries have started or planned to use
this as a promotional tactic, for instance the “Japanesness” and “italiannes” quotes above
mention that consciously and proactively designing “Japaneseness” by taking a long-term
view, to fit the “demands and taste of the people of different cultures and lifestyles”.
However, Kikuchi’s quote also states that when these designs are made only for exporting
and promoting the ethnic characteristics, it becomes a temporary curiosity by the
consumers in the world, thus does not last for a long time, as Dormer states it also

becomes self-repeating and locked-in (Dormer, 1997).

3.1 Craft Research in Turkey

Previous studies on craft and design suggest valuable information about the craft
scene in Turkey. The studies are in diverse fields in forms of books, theses and reports.
The theses written on the subject have been important sources for coming up with this

study: for instance; Demircan, Kocabag and Bagli’s theses from industrial design

33 Please see field study interviews on section 4.5.4 for more detailed interpretation.
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departments, Hasoglu’s thesis from Visual Communication Design department were used
when conducting the study.

From the industrial design point of view; Deger Demircan and Gilines Kocabag’s
theses both explore craft in context of Turkey: Deger Demircan wrote a thesis on the
impact of craft knowledge in design world in Turkey in 2005. In 2009, Giines Kocabag
explored craft in contemporary product design in the Turkish context. She interviewed
fourteen people from design field about craft and design relationship in Turkey. Hiimanur
Bagli’s thesis “Craft and design as representation vehicles: A conceptual analysis on
tourism objects” discusses values related to craft and design; such as authenticity,
orientalism, kitsch and souvenirs in general and in the context of tourism (Bagli, 2001).

Baris Giimiistas, also from industrial design point of view, wrote a thesis on the
development of an online platform aiming to increase the accessibility of craftsmen
though designers in 2015. The study suggests new methods to bring together craftsmen
and designers, using internet as a new source. The study was also in relation with digital
sciences. The online platform called “Crafted in Istanbul” was put to use; defined as a
model for “integrating crafts into design systems” (Giimiistas, 2015).

Bilge Merve Aktas works on handmade socks, one of the traditional Anatolian
handcrafts in her thesis “Interpreting Anatolian Crafts with Contemporary Design: Case
of Handmade Socks” (Aktas, 2015). Rezzan Hasoglu’s thesis “Building a Community
Platform for Artisans and Designers: Artisans in Istanbul” aims to assess “the issues and
systems of artisans in Istanbul as an example to create a community platform of artisans
and designers as a solution for the disappearing tradition of craft making” (Hasoglu, 2015,
p. 11). She comes to the conclusion that all the knowledge and qualities of artisans
confirm their tacit knowledge required for improving designs’ productions. In the case
study she designs four products and produces them with collaborating with the artisans.
She then develops a website called “Artisans in Istanbul” to make artisans more visible
to each other and everyone interested. She concludes that for artisans and designers to
develop better products; a future strategy is crucial for artisans and designers envisioning
a collaborative scenario of technology, communication and manufacturing. She states that
the artisans have to strengthen their network by collaborating with each other, train
students as their apprentices and consult designers. Also, she points out designers should
acknowledge that artisans are not “human powered machines, that they are beings who
can logically find solutions to design, production and business problems with their

extensive experience in their field” (Hasoglu, 2015, p. 42).
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Behig¢ Alp Aytekin’s Phd thesis “The reorganising of processes of tacit knowledge
transfer between the academy and the workshop via the participatory design method and
technological support for the sustainability of local crafts” takes place in Mardin, and
aims to “fill the gap of knowledge and experience” between the academy and workshops,
to help maintain the local crafts and to form a new design-craft collaboration (Aytekin,
2015).

Mainly from the departments of Handcrafts, Handicraft Education, Visual
Communication and Design, Art History theses and articles have been written on specific
crafts of Turkey. Silversmithing was also observed and analysed in general from
handcraft departments.

Theses on silver and gold production in Turkey have explored the production in
Istanbul, Kapaligars1 while some other have investigated gold and silver production in
different cities such as Trabzon, Sivas, Mardin...etc. For instance, the study in Haldun
Sekerci’s PhD thesis “Silver processing in Istanbul” takes place in the workshops of
Grand Bazaar. Sekerci aimed to determine qualities of the craftsman, along with the
qualities of the production techniques, used tools, produced products in silverware, and
he made his research mostly in Kalcilar Han and Biiyiik Yeni Han of Grand Bazaar. He
prepares a questionnaire of 33 questions and applied it to 102 craftsmen in these hans. He
then evaluates the replies, and determines the demographics of the masters, professional
information, working conditions, marketing conditions of the products and health
problems. Within the scope of his research, he designs ten unique silverware products
inspired by the silverware products of the workshops, and he selects one of them created
by making the analysis phases of the silver layer selected from these designs.

In the thesis “A research on silver jewellery processing in public trainings centres
in Ankara”, Umit Korkar investigates the design features, processing and decorating
techniques of silver jewelleries, tools, equipments and qualifications of the workshops of
Ankara Public Training Centers. Also, he aims to find out the properties of the individuals
who attend to the courses in the training centres. He applies a questionnaire to the
attendants to find out the demographic features of the individuals, the design, technique
and decoration features of the products, and the opportunities of the workshops. He then
photographs the silver jewelleries produced by the attendants.

Reyhan Aslan Demirezen investigates the silversmiths in Sivas in her thesis
“Silver working carried out in Sivas city centre”. She prepares a questionnaire and applies

it to the craftsmen dealing with silver in the city centre of Sivas, and investigates their
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opinions. She then evaluates the information gathered from the questionnaire and
determines the demographic features, working conditions and their situations related to
their profession. She photographs and documents the production stages of the silver bone
comb, which is traditionally made in the Sivas City Centre. Also, she states that the silver
works found in ateliers and the Sivas Ethnography Museum were photographed and
documented (Demirezen, 2012).

Meral Erkan Biiyiikyazici’s PhD thesis “Gold and silver working in Trabzon”
aims to examine the present and past situation of production techniques of jewellery, and
jewelry produced using the techniques of straw weaving (hasir 6rgii), filigree (telkari) and
kazazlik, which are among gold and silver working in Trabzon province (Biiylikyazici,
2008).

In the thesis “Is Jewelry Still A Craft?” by Cigdem Corek, jewellery sector in the
Grand Bazaar area is analysed from the social science perspective, questioning the
sustainability of the craftsmanship through work ethic and trust (Corek, 2011). Fatma
Altinbag Sarigiil writes about jewellery masters in the Grand Bazaar area in her thesis
“Handmade jewellery mastership in Grand Bazaar; Transformation of the profession. She
states that there is an opinion that no handmade jewellery master will be left in Istanbul
within 10-15 years, and wants to test this opinion. The findings of her study shows that
the notion “handmade jewellery mastership has vanished” is not true (Sarigiil, 2015).
Cigdem Banu Sonmez explores and writes that the traditional shops that sold
embroideries, quilts, sponges etc. to the general public were transitioning to touristic
shops; and explains the reasons to this functional change in her thesis “The functional

change of the Grand Bazaar” that occurred between years 1972-1993 (S6nmez, 1993).

3.2. History and Tradition of Craft in Turkey

Turkey is situated in a geography where many civilisations existed and hence,
made craft productions. Both in Anatolia and Europe, throughout the history of Turkey,
tradition of craft continued to exist.

According to Mevhibe Albayrak and Melda Ozdemir, Turkish handcraft that was
shaped through cultural interaction until the present carries the features of a powerful

past:
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A wide range of examples of manuscripts of different periods, rugs, ceramics, tiles, various
forms of wood and metalwork exists. Moreover, Turkish rugs, tiles and ceramics have
become world brands. Turkish handcraft spread over wide areas during the Ottoman
Empire. The handcraft of the classical period reached a new aesthetic form under the
influence of western arts. During both periods, several Turkish artists and craftsmen
contributed to Turkish and world art with rich artwork. Through the centuries, this handcraft
developed and changed and its fame reached the present. Therefore, handcraft has a cultural
identity and is of economic value (Albayrak & Ozdemir, 2012, p. 110).

Ayla Odekan states that 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; for interior decoration tiles were extensively used. Also, consumption
items were enrichened by craft, such as embroidering, needle lace, calligraphy, leather
work, basketry, woodworking, etc. (Odekan, 2008 cited in Kocabag, 2009) According to
Bilge Merve Aktas and Maarit Makela; in Turkey, “the craft paradigm has been shifting
in idiosyncratic ways. This is firstly because Turkey is a late-industrialised country and,
secondly, because of the transformations in social and economic policies in the late-
nineteenth and early-twentieth centuries” (Aktas & Makela, 2017, p. 2)

Also, as this thesis investigates craft usage from industrial design’s perspective, it
will be useful to mention some designers that use craft in their designs. Handcrafted
objects were being made since ancient times in different geographies. In Turkey, there
are certain materials that were used in handcrafts.

Handcrafts can be classified into sub groups in different forms, taking into account
their various characteristics. These classifications can be made from raw materials,
functions...etc. Muzaffer Anli classified the handicrafts according to the materials used
in the craft. In craft research in Turkey, this classification is preferred by the researchers>*.
According to him there are seven groups;

1. Handicrafts based on fiber (carpet weaving, rug weaving, shuttle weaving,
embroidery, feltwork, hand dyed cloth work, knitwork, lace work, needle lace work, etc.)

2. Handicrafts based on wood (e.g. wood carving)

3. Handicrafts based on stone (e.g. ornamental stone work such as architectural
stonework, meerschaum, Oltu stone and marble work)

4. Clay based handicrafts (earth ware, tiles, ceramics)

3% A classification of crafts based on the material is also mentioned in the website of Directorate of
Culture and Information Management, Public Culture Research Center: Handicrafts in which the
raw material is wood-tree, stone, clay, metal and leather. In this classification, embroidery is also
mentioned as another group (Source: http://aregem.kulturturizm.gov.tr/TR,12750/geleneksel-el-
sanatlari.html).
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5. Metal based handicrafts (Iron, copper, brass, gold and silver work, glasswork)

6. Handicrafts based on leather and other animal leftovers (leather work, horns
and bone work, sea shell work, handcraft based on gut and other animal materials)

7. Handicraft products based on twigs, plant branches and wood strips (e.g. basket,
mat and saddle making) (Arl1, 1990, p. 17; Albayrak, Ozdemir, 2012, p. 111).

Deger Demircan has made a chart about craft objects in Turkey that can show the
situation of craft, and she states that it may also reflect the confusion in crafts people’s
minds. She says that the “transformation of design from craft production was important”.
Demircan’s chart is related to tradition and how traditional objects today can be
categorised:

1. Craft production: Traditional products together with designed ones

a. Craft objects with traditional appearance and for traditional function
b. Craft objects with traditional appearance and for new functions
c. Designed craft objects for new functions
2. Mass production: Industrially designed products
a. Designed objects with traditional appearance and technological material
applications used for traditional function
b. Designed objects with novel appearances, with technological
adaptations and for traditional function
c. Designed objects with novel appearances inspired from traditional

culture and for both traditional and new functions (Demircan, 2005).

Classification of Cultural Objects Today
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Figure 3.1. Classification of Cultural Objects Today (Source: Demircan, 2005)
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3.2.1 Craft in istanbul before the Turkish Republic

Crafts have a long history in the region of Turkey and Istanbul, for example craft
guilds existed in Ottoman Empire and were an important part of the local community. A
part of the craft production of “local ethnic and historical products” made by experienced
craftsmen has already disappeared in Anatolia. Some of these products are still alive with
some “deformed variations” (Demircan, 2005). The tradition of craftsman and apprentice
is still seen in Istanbul more than other countries. According to Minna Rozen, the
occupational grouping in Ottoman Empire was based on the guilds (hirfet, taife or sinif)
of artisans and merchants; the right to practice a craft was contingent on membership in
a guild. In her book 4 History of the Jewish Community in Istanbul: The Formative Years,
1453-1566 she explains that each Muslim guild had a set of regulations: These regulations
stated the conditions under which a person could enter the craft or trade, the technical
specifications of the products, their prices, the procedures for buying raw materials, the
prices of raw materials and the like... Also, she mentions that although the guild was
basically a Muslim institution, we know that in the seventeenth century, at least, the guilds
of Istanbul had non-Muslim members (Rozen, 2002, pp 62-63).

“The critical difference of social shifts from biological ones is that humankind can
manipulate social shifts directly. Metamorphosis from craftsmen to designers could be
designed as well” (Demircan, 2005). Demircan also sugguests that “conditions of crafted
objects shape the life of producer first. Throughout the industrialization period, the
craftsman’s social status shifted from master of a profession to the worker of a highly
competitive industry” (Demircan, 2005).

According to Kocabag, research on traditional crafts in the modern context of
Turkey has evoke worries that “traditional crafts run the risk of extinction” in favour of
industrial production and changing needs of society (Kocabag, 2009). This is because the
transfer of craft knowledge from generation to generation is discontinued; as craft as a
professional practice becomes less appealing to new generations (Satir, 1984; Demircan,
2005; Kocabag, 2009).

Although in Turkey, there is definitely a rich tradition of craft and craftsmanship,
this potential is not documented enough. To make use of this potential, Sec¢il Satir
proposes that government funded research should be conducted on which types of crafts

exist in which areas of Anatolia. According to her research, for renovating and making
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craft more efficient; opportunities should be found (Satir, 1983; cited in Kocabag, 2009).
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
(Satir, 1984; cited in Kocabag, 2009). From these statements, it is clear that crafts are

being mentioned as extinct creatures in Turkey and in the world.

3.3. Previous Research on Craft Communities

The studies made on craft communities exist in both developing countries. Since
Turkey is considered a developing country, it will be useful to look at these studies.

In her study with local rush weavers in Taiwan, Fang-Wu Tung explores how
designers can collaborate with local artisans to make contributions to the local craft
community, and how both parties can benefit from each other’s knowledge. For this
purpose, she conducts a monitored project with local rush weavers and design students in
Yuan Li “township”?® (Tung, 2012).

Reubens worked towards building a product library in India with the Kotwalia
community to document the existing skills and traditional patterns; and to provide a
resource for further design experiments (Reubens, 2010). She proposed a resource for
“collaborative innovation” between designers and craftsmen considering ecological,
social, cultural and economic aspects by examining the reasons of difficulties in
innovating with traditional methods. Reubens focused on archiving what has traditionally
sustained before intervening with design (Reubens, 2010; cited in Tung, 2012; Kaya and
Gelmez, 2013).

In another participatory design study, researchers worked towards generating
ideas for an assistive device for children using prosthetic legs in Cambodia emphasizing
that participatory design in a developed country and in a developing country are different
processes considering different social, cultural, religious, financial and organizational
aspects. The outcome of their research was not only product development; but also the
psychological empowerment of the participants was observed (Hussain, Sanders &

Steinert, 2012; Kaya & Gelmez, 2013).

35 This study is explained more detailed in the field study chapter.
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Many designers from the world are getting interested in Istanbul for various
reasons like “its creative industries, strong production capabilities or rich culture”
(Gilimiistas, 2015, p. 16). For instance increasing design operations of Dutch designers in
recent years points out that “Istanbul is getting increasingly connected to the global design
network” (Baltaci, 2013). With its large population and wide range of economic activities,
Istanbul can provide many nodal landing places for the global design system. Specialised
production which requires high-skilled labour in form of crafts is one of those values
which can be provided through craftsmen clusters such as Sishane or Grand Bazaar,
eventually creating nodal landing places for the global design system in those clusters,
providing a contact point for both networks, there for initializing an integration between
design systems and craft networks (Giimiistas, 2015). However, it is not certain how long

these collaborations can last, or if there will be any continuation of it in the long term.

3.3.1 Craft Communities in istanbul

Istanbul has an urban layout that offers designers various scales of operation in
the city’s economic spectrum (Kaya & Yagiz, 2011). The “urban neighbourhoods™ are
often home to informal crafts clusters that leads daily life to blend with the local economic
activities. As Istanbul consists of many craft neighbourhoods and communities, such as
Sishane, Kapalicarsi (Grand Bazaar), there is a unique chance to explore a combination
of the traditional workshops that make production with old methods, and a network that
has a specific structure, thus several case studies have been made in the areas. An
important scale of production occurs in these “urban neighbourhoods”, and this brings
along the various forms of knowledge and practice even in the daily settings. Informal
crafts clusters in these neighbourhoods are a part of “unique spatial configurations”. The
craft production operates within a specific “network™ structure. It consists of clusters that
have formed in various neighbourhoods, mainly in the city’s centre. Its existence and
operation depends on this network (Kaya & Yagiz, 2011).

Craft communities are especially crucial in developing countries and are an
important part of the production networks in the city. Many designers benefit from the
networks in Istanbul, they can easily go to workshops to talk to craftsmen for production

of their designs.
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The areas shown in the map below show the craft communities in Istanbul. The
mapping was designed by the researcher, the data for making the map was taken from
several sources such as the website www.craftedinistanbul.com/locations. Eylip area,
marked in yellow colour, was famous for the production of toys. Yet, the toy production

stopped due to various reasons. In the other areas, marked in purple, the craft production

still continues, despite the decreasing number of workshops.
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Figure 3.2. Craft neighbourhoods in Istanbul
(Mapping designed by the researcher. Background map from
http://maps.stamen.com/m2i/image/20170808/toner hWB5dKSbs4o. Map data by

OpenStreetMap, under ODbL)

Sishane craft neighbourhood is one of these neighbourhoods that has a strong
network. According to Ingin, it has its “own logic and economic, cultural, social and
spatial relations”. The craft-based production and the multi-actors network and its cluster

system of Sishane provide an eco-system of sharing (Ingin, 2013).
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Figure 3.3. Elements of the craft neighbourhood
(Source: Ingin, 2013)

Sishane has all the substances for the production and business for lighting;
including various options of materials, workshops, manufacturing. Everything becomes
accessible with a walking distance with the network of the district. It can be said that the
district operates similar to a factory, where different phases for production are carried out
by different workshops. The most important characteristic of the craft-based production
is its survival due to this network. That is, in order to produce to continue, it needs the
other workshops, raw material and semi product shops, and lighting shops. Each
workshop positions and generates its existence through this network, its interrelations and
location. The movement in the district —which is generally perceived as chaotic — is in
fact a sign of an important meaningful communication and connection between the actors
of the craft network. “The invisible network that connects craftsmen to each other and to
the city is at the heart of a production process” (Ingin, 2013).

The spatial organization of a neighbourhood provides a support structure for the
sustainability of informal production; meanwhile, urban life on this scale facilitates the
intertwining of personal and professional relationships. Production in neighbourhood-
scale crafts clusters relies greatly on social relationships and the casual exchange of know-

how and resources.

The nature of clustering renders the interdependency between local stakeholders an
important way for using of local resources and capabilities needed in production processes.
These processes are characterized by exchange of know-how, borrowing and lending of
resources and materials, and instantaneous co-operation (Kaya, Yagiz, 2011).

In the craft workshops in neighbourhoods of Istanbul, designers and craftsmen
share their time together that comes with benefits to both sides. The shared production
processes between designers and craftsmen allows them to be exposed to local resources
and materials in such a way that this encounter often generates a spontaneous choice of

materials and improvised applications in design (Kaya & Yagiz, 2011).
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This spontaneity produces genuine design solutions only if the designer spends
time in the workshop with the craftsman and shares the process of design and production
with him. The workshop surrounded by a convenient organization of local resources
facilitates the spontaneous formation of a mutually creative process based on exchange of
knowledge and experience, and that benefits from the instant transfer of know-how from
the “neighbours” (Kaya & Yagiz, 2011).

Also, other neighbourhoods such as Galata, Osmanbey, Eyiip, Cibali, Gedikpasa
are considered as small craft neighbourhoods. Turkey's population bases production on
small production hubs and small enterprises.

For example, Eyiip has a tradition in making toys. According to Evliya Celebi,
there were one hundred toyshops and one hundred five craftsmen in Eylip in the
seventeenth century (Celebi, 1969, pp. 302-303; cited in Giirpinar, 2012, p. 135). It is
known that the first toy was made by Dokmeci Hasan Aga in Eylip (Akbulut, 2012).
Masters were producing toys in their workshops and sold these toys in their shops,
situated in front of these workshops. The toys were made and produced without any
change until 1950s. However, the toyshops could not catch up with the changing times,
have completely stopped their production, due to city plannings ending bazaars (Akbulut,
2012, p. 184).

The district was also important in means of logistics. The side and waste materials
of the other districts and regions surrounding Eyiip are the raw materials of the toys
produced in the Oyuncakgilar Carsisi. The toy scene in Eyilip was sustainable in the
context of production. Waste wood and tin from the Tahtakale district where wooden
items and metal stoves were made, leather and intestines from Siitliice Slaughter, clay and
mud collected from Kagithane and Alibeykoy ridges were the main materials of toys in
Eytip (Glirpinar, 2012, p. 135).

Systematic production of toys continued for almost three hundred years “in line
with pre industrial production practices. Through the repetition of traditional forms
mostly by craftsmen using simple tools, traditional toys were produced and sold mainly
by reusing materials” (Glirpinar, Ciirgen, Erdemir, Horsanali & Kuyumcuyan, 2017).

These neighbourhoods have faced some changes and most of them could not
survive the changing conditions of the world; and the mass production. The
neighbourhoods that still continue to exist are continuing the daily traditions and although
there have been some changes, the traditions of daily life are going on. There is a

resistance to new cultures and they are closed communities.
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3.3.1.1 Grand Bazaar (Kapalicarsi) Area

In this section, the Grand Bazaar area and its history along with the situation today
are explained, as the field study takes place in production sites around this region.

“Bazaar” in Turkish culture means more than a production or a shopping place.
As Kiigiikerman and Mortan state, it is valued for its artisans, who are the protagonists in
the city culture, and it is hard to separate cultural and economic factors from each other
before and after capitalism (Kiiciikerman & Mortan, 2007, p. 84, cited in Corek, 2011).
Artisans and merchants are clustered in these bazaars since the 16" century (Sekerci,
2015, p. 23). The bazaars, which were also common in Seljuk times; were systematized
by Ottomans with rules for opening and closing of shops. The shop numbers, artisan
profession numbers, working, and living were made into rules (Kiiciikerman & Mortan,
2007, p. 85, cited in Corek, 2011).

The Grand Bazaar was built during Fatih Sultan Mehmet’s ruling.

The Grand Bazaar in Istanbul has been a major economic and social center for centuries,
with characteristics as mentioned for other bazaars. After the conquest of Istanbul by Fatih
Sultan Mehmet, the Empire needed new institutions. It especially needed a new description
of “product™ in a wider perspective. Besides this, it needed to protect its productions, so the
Grand Bazaar s covered structure was created in order to protect the economy. The Grand
Bazaar was arranged as a large mechanism in order to keep product identity and economy
alive. It gained value as an important economic project of the state. It was a symbol of
power of the Empire (Kiigiikerman & Mortan, 2007, p. 13 cited in Corek, 2011, p. 33).

According to Evliya Celebi, Yavuz Sultan Selim and Sultan Siileyman the
Magnificent gave glory to the traders of jewelers. These two sultans collected jewelry
when princes. Konstantin was the master of Suleiman, who was a jeweler in Unkapani
(Sozen, 1999, p. 57 cited in Sekerci, 2014, p. 11).

In her thesis “Functional Change of Grand Bazaar”, written in 1993, Cigdem Banu
Sénmez explains that Grand Bazaar, that was built to meet the needs of the Istanbul folk,
changed its purpose of existence, mostly because of economic reasons (Sonmez, 1993).
When a change occurs, it is natural that the functions also change. Among the economic
reasons, the most important ones are the technological developments in Turkey and the
fact that the imported products are cheaper. Products can be made in the factory in a short
time, cost is falling. In today when time is very important, people prefer these kinds of
products. Due to the success with modern technology, the tradesmen who continued their

activities based on manual labor had to change their functions as expected. Also, the shops
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that sell products that require a huge amount of space and thus, money (for instance the
shops that sell carpets) shifted to selling touristic goods (Sonmez, 1993, p. 49).

Around three thousand shops existed in Grand Bazaar around 1960s. Grand
Bazaar consisted of 22 job groups along 14 empty shops in 1970s (Mestanli, 1972 cited
in Sonmez, 1993, p. 48). In 1993, the jobs were down to 13 and 91 of the 1738 shops
remained empty (S6nmez, 1993, p. 18).

One of the most pleasant places of the Grand Bazaar, is the Sandal Bazaar, while
the other is Cevahir Bedesten, where old goods and jewellery are located. Open bazaar
for every heart, every sack and every nationality, continues yesterday's tradition even
today (Sozen, 1999, p. 64 cited in Sekerci, 2014, p. 11). The Grand Bazaar has been a
central place of the jewellery sector, gold and other crafts for years. The development of
jewellery in Istanbul was determined with the establishment of Grand Bazaar, where
production connections took shape (Corek, 2011). Grand Bazaar was the center of
attention for many years, it has been subject to stories and poems*¢. All these writings on
the area also show that it is an influence to local culture. It was also known as a
multicultural area where the minorities from different ethnic groups can spend their daily

lives.

4 |
Figure 3.4. Kapaligarsi, Mahmutpasa Exit and Ceilings of Grand Bazaar
(Photography: Berilsu Tarcan, 2017)

36 For instance, Behget Necatigil’s first book of poems was titled “Kapaligars1”. Orhan Veli Kanik’s
poem Kapaligarsi, the definition for the word “kapali” (closed sacred) is used, giving reference to
the treasures that were hidden there.
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Figure 3.5. Old buildings alng with new banners

(Photography: Berilsu Tarcan, 2017)
Today, Grand Bazaar still attracts customers; both locals and tourists. Recently,
the entrances are held by securities and there is an issue of people preferring commercial
centers instead of Grand Bazaar. It is relatively unpopular and less crowded; also the
shops do not make money as they used to, despite the crowd, as the people who go to
Grand Bazaar do not spend money, or they spend less than they used to spend even if they

go there. However, shops are still open and the streets are still crowded.

Figure 3.6. A rug gn the Wall, hung in the entrance of Grand Bazaar
(Photography: Berilsu Tarcan, 2017)
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Grand Bazaar streets show a combination of old and new. As seen in Figure 3.19,
traditional objects are always around, hung on the walls. This combination sometimes

results in a complicated texture and contradiction.

Figure 3.7. Photo from a Han in Grdd Bazaar
(Photography: Ali Riza Atakan Giir, 2017)

This table belonged to a functioning person. He left it here and I put it there so that someone
could sit and rest. I put a chair in there, and someone can put the bag on the way. Sometimes
I bring goods and I put them on. The space in the wall is because this building is high. This
part is not actually Valide Han, but the side building (Anonymous, 2017; from Giir,2017).

Grand Bazaar and its surroundings are known and perceived as touristic places in
today, partially due to the functional change of the shops mentioned. However, when we
search for the connections and relations between shops, people and places in the area and
analyze them; it can be seen that it is more than a touristic place. The relations of
craftsmen, tradesmen, local folk and tourists differ from the “modern™ city life in
behavioral patterns and local traditions. Problem solving processes are observed as they
are making their own rules or have their own rules that have become tradition with time:
For instance, if somebody trips on one place, they write precautionary warnings on the
location to stop other people from tripping; however it is a very temporary solution. Other
examples can be seen as a way of expression; putting tables in front of a shop, putting
unnecessary items outside... “These behaviours are questioned all the time and can be
added or removed in time; like putting a table in front of the shop/ removing it and using
it in stove” (Giir, 2017).

This behaviour patterns in the Grand Bazaar area were also observed by Fatma
Altinbag Sangiil, who states that the jewel mastership in the Grand Bazaar is not only a

profession, also identifies a “culture, tradition and a micro universe” that was going on
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for five hundred and fifty years. The jewellery masters established a variety of social and
cultural rules, tendencies and traditions, formed a certain moral form; and developed a
tradition that was transferred to new generations with the master and apprentice relations.
(Sangiil, 2015, pp. 4-5).

Craft production in the Grand Bazaar takes place in the “hans” around the area.
The “metal-based craft” results mostly in jewellery products. In the study “Handmade
jewellery mastership in Grandbazaar; Transformation of the profession” written by Fatma
Altinbag Sarigiil, it is explained that the notion that “handmade jewellery mastership has
vanished” is not true. Due to the changes in production techniques in the recent years, for
instance computer supported production caused dramatic changes for the universe of
jewellery masters (Sarigiil, 2015).

According to the findings of this study, the prevalent opinion that handmade
jewelry mastership has vanished is not true. What happened in recent years is the ability
to adapt the conversion in production style or not. There are few handmade jewelry
masters who could adapt the above mentioned changes and these masters are in very good
position from economical and reputational point of view. This fact seems to have
provided the necessary motivation to the new generations for the continuity of the

profession (Sanigiil, 2015).

3.4. Silversmithing

In this study, although metal-based handicrafts were taken as a classification, the
term “silversmithing” is used and explained in this section. This is because
“silversmithing” is the general term for the production that has taken place for many
centuries. Blacksmithing, metalsmithing, metalcraft and silvercraft are also terms used to
describe this craft in daily life and literature.

In order to understand silversmithing properly, we should know about basic
materials used in the process. Silver is a whitish gray metal, it is called "argertum" which
means white and bright in Latin because of its feature and brightness (Kaplan, 2003, p.
45). It is a precious metal that can easily be processed, it is a bit harder than pure gold and
after gold, it is most ideally processed (Onder, 1995, p.70). It is very soft in its pure form,
can be scratched even with nails. Molten liquid silver absorbs oxygen when in contact

with air; small bubbles are formed because of the oxygen output. It is not oxidized with
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the athmospheric pressure by the action of oxygen; it slowly becomes dull and dark
because there is sulfur hydrogen in the air (Sular, 1998, p.; Korkar, 2016). The actual date
for the foundation of silver is not known.

The craft of metalsmithing has a long history and features within different cultures
across the globe, resulting in a wide and varied field of practice. The process and
techniques of metalsmithing can be traced to the Iron Age, when “iron ore was smelted

in clay furnaces and forged into utilitarian and ritual objects” (Warrender, 2016, p. 24)

According to Joyce, “scholars still debate precisely where the knowledge to make iron
originated, but most agree the dawn of metals — copper, silver, gold, lead and iron — radiated
out from Western Asia 10 000 years ago” (Joyce, 1998, p. 7). The fundamental principles
of forging metals, however, remain the same, and as author and anthropologist Mircea
Eliade (1962: 79) encapsulates in his book The Forge and the Crucible: The Origins and
Structures of Alchemy: “The work of the smith is the transformation of matter (iron)
through fire (heat)” (1962, book cover, cited in Warrender, 2016, p. 24).

According to Risatti, concern with material is so important to craft that the field
is categorized and identified by it. For example, major areas of craft, as well as specific
craft objects, are identified by materials such as ceramics, glass, fibers, metals and wood>’
(Risatti, 2007, p. 15) A term such as “smithing” (whether it be gold, silver or
blacksmithing) links together materials (metal) and specific processes involving heating
and hammering so that process and material are given relatively equal importance (Risatti,
2007, p. 16-17).

Products designed with silver, brass, copper materials and produced with
traditional methods can be seen through history, from early ages to date. Such examples
lead to the point that new products made with silver are designed according to the
contemporary lifestyles in the world. Examples that are produced with quality are shown
in figures below. Figures 3.8 and 3.9 show traditional silverware until the 21st century.
Figures 3.10 to 3.15 show contemporary silverware designed and crafted in different

methods.

37 Similar to the classification of Turkish crafts as explained in section 3.2. History and Tradition of
Craft in Turkey.
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Figure 3.8. Antique Victorian sterling silver vinaigrette by William & Edward
Turnpenny. 1846, Birmingham, England*®. (Source:
http://www.acsilver.co.uk/shop/pc/SOLD-Sterling-Silver-Vinaigrette- Antique-
Victorian-266p9758.htm 2017)

Figure 3.9. A George I1I sterling silver Chinoiserie-decorated tea caddy
by John Langford and John Sebille, London, 176239
(Source: http://images2.bonhams.com/image?src=Images/live/2013-12/05/8882756-3-
1.jpg&width=640&height=480&autosizefit=1)

Figure 3.10. Fine Silver Carafe, long neck, by Grant McCaig
Sold for $2,843. Hand-beaten, Britain Height: 18.5cm Width: 6.5cm Depth: 6.5cm
(Source: https://www.thenewcraftsmen.com/product/fine-silver-carafe-3)

38 Product was made in honour of the Scottish author Sir Walter Scott in Princes Street Gardens,
Edinburgh. It was crafted in Binny sandstone, and is the largest monument dedicated to a writer in
the world, with dimensions of 5*3.9*1.1 cm (https://www.lstdibs.com/furniture/dining-
entertaining/sterling-silver/antique-victorian-sterling-silver-vinaigrette/id-

f 6565123/?pdpBenefits=false#0).
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Figure 3.11. Star Tesselation Dish ST 14 by Drummond Masterton, 2007
Crafts Council Collection, M84. Photo: Todd-White Art Photography, courtesy of the
Crafts Council. (Source: http://collections.craftscouncil.org.uk/object-m84)

Figure 3.12. Ribbon Candlesticks by Ane Christensen
(Source: http://www.thecontemporarysilvergallery.co.uk/project/ribbon-candlesticks/)

Figure 3.13. Drinking Vessel by Angela Cork
(Source: http://www.angelacork.co.uk/wp-content/uploads/2016/09/Cork-Angela-
Drinking-Vessel.jpg)

68



Figure 3.14. Small Vases by Juliette Bigley, 2014
(Source: http://www.juliettebigley.com/Juliette Bigley/Small Vases.html)

Figure 3.15. “Tsubaki” from Nousaku firm, Milan Design Week 2017 in Palazzo Litta
(Photography by Berilsu Tarcan)

Silversmithing has existed in Turkey since the ancient times:

For centuries, gold and silver had been extricated from the earth by thousands of
people, and many of them died in mines. Stone stocks were formed because of the obstinacy
for acquiring precious stones and metals. But why are these items valuable, if not for
vanity? In short, someone was needed to process and to present these precious stones and
metals, and so jewelry, as a sector, evolved (Ozgentiirk, 2001).

Approximately 40 percent of the annual amount of silver used in Turkey (270
tons) comes from Kiitahya Etibank facilities (Kaplan, 2003, p. 46). According to Kemal
Kaplan, in silver trade, Grand Bazaar emerges as the center of Turkey: Around %90 of
the silver in Turkey is used by Grand Bazaar (Kaplan, 2003, pp. 46,47; Diizenli, 2011);
thus, it can be said that the silver needs of Anatolia is met from Grand Bazaar. Also,
approximately 200 workshops send silver to the Bazaar from different parts of Turkey,

like Trabzon, Eskisehir, Beypazari, Mardin-Midyat, and Erzurum (Kaplan, 2003, p. 47).
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When product examples are searched from Turkey, products that are more on the
traditional side appear, such as vases, teapots, candle holders, fruit bowls that have

various ornaments on. The items found below are sold on the internet.

Figure 3.16. Silver vaze and fruit bowl from Turkey
(Sources: http://istanbulsilver.com/urun_detay.asp?ID=7,

http://istanbulsilver.com/urun_detay.asp?ID=9)

3.4.1 Silversmithing in the Grand Bazaar

Silversmithing in the geography of Turkey is very ancient, and since the 16
century it has based around the Grand Bazaar. The art of silver processing in this area has
developed as silver masters from Central Asia, the Caucasus and the Middle East settled
around the Grand Bazaar area (Corek, 2011; Sekerci, 2014; p. 23).

In this section, the study made by Haldun Sekerci is used as a source for the
general situation about silversmithing in the area of the Grand Bazaar. Sekerci
investigated the silver production in the area around the Grand Bazaar. The quantitave
research was made with 102 craftsmen in the area about the general situation of
silversmithing from the handicraft’s perspective. As a number of the 33 questions were
in relation with the research questions of this thesis, for instance the produced goods today
and craftsmen’s opinions about the future of silversmithing, they are translated to English
and presented below. The field study took place in Biiyiik Yeni Han, which is one of the
few hans that still has silver production, as can be seen below in Table 3.1.

Silver production in Grand Bazaar and the surrounding neighbourhood is
relatively popular; Kalcilar Han and Biiyiik Yeni Han are the hans where most of the

production with silver material takes place.
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Table 3.1. Situation of Silver Goods Processing in the Hans around Grand Bazaar area

(Source: Sekerci, 2014, p. 24)

Hans Do the ateliers produce Hans Do the ateliers
silver products? produce silver
products?
Aga No production Mercan There is production
Alipasa No production Pastirmaci There is production
Astarci No production Perdahg1 No production
Balyaci No production Rabia No production
Biiyiik Yeni There is production Safran No production
Bodrum No production Sarnigh No production
Cebeci No production Sahin There is production
Cukur No production Sarraf No production
Evliya No production Stimbiilli There is production
Emek There is production Sepetci No production
Hatipemin No production Sorguglu No production
Igcebeci No production Varake1 No production
Imamali There is production Valide There is production
Kalcilar There is production Yasemin There is production
Kapilar No production Yagci No production
Kasike1 No production Yaldizli There is production
Kebape1 No production Yolgecen No production
Kizlaragasi There is production Zincirli There is production

According to Haldun Sekerci’s study, most of the craftsmen make the production

in their workshops, while %31 of them produce some pieces in their workshop, and

provide other pieces through contracted manufacturing, which means they work with an

outside manufacturer for the production of parts/pieces of products.

In the mapping below, these hans are shown in a map. Grand Bazaar, marked in

an orange circle is the centre of jewellery and sales of the produced goods. The circles

coloured purple and blue represent the hans this study was conducted. The white circles

are the other hans wherein the silversmithing continues.
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Figure 3.17. Mapping of Silver Production in Grand Bazaar area, Istanbul.
(Mapping designed by the researcher, Background map from
http://maps.stamen.com/m2i/image/20170808/toner hWB5dKSbs4o. Map data by
OpenStreetMap, under ODbL)

Table 3.2. Distribution According to Manufacturing Methods (Source: Sekerci, 2014, p.

150)
Ways for Manufacturing Methods count %
I make all the pieces myself 49 48.0
I make some pieces myself 31 30.4
I make all the pieces through contract manufacturing 4 3.9
I make some parts through contract manufacturing 18 17.7
Total 102 100.0

A majority of craftsmen think that the technical qualities of the workshops and

the diversity of the products produced are better than before (Sekerci, 2014).
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Table 3.3. Situation of the Production of Goods in Kalcilar Han and Biiyilik Yeni Han
(Source: Sekerci, 2014, p. 146)

Technical situation compared to the |Diversity of products compared to the
past past
count % count %
Good 35 343 35 343
Better than before 60 58.8 64 62.7
Bad 7 6.9 2 2.0
Worse than before 0 0.0 1 1.0
Total 102 100.0 102 100.0

Table 3.4. Challenges Encountered in Production
(Source: Sekerci, 2014, p. 146)

Challenges Encountered in Production count %
Taking time 22 21.6
The high cost 16 15.7
Physical fatigue 48 47.0
Health problems 16 15.7
Total 102 100.0

Table 3.5. Future of the Silversmithing Occupation in Kalcilar Han and Biiyiik Yeni Han
(Source: Sekerci, 2014, p. 148)

The Future of the Occupation count %

I believe it will be better 27 26.5

It will stay at this level 19 18.6

If there is not enough attention, 56 54.9

the significance will decrease

Total 102 100.0

When the craftsmen were asked about the future of their occupation, the majority

of them replied that “if there is not enough attention, it will decrease”. The answers on

the future of profession shows that craftsmen are uncertain about the future of

silversmithing due to lack of interest in the craft.
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Table 3.6. Distribution of Workshops According to Production Sections

(Source: Sekerci, 2014, p. 154)

Sections in the workshops count %

Metal spinning 27 26.5
Press 2 2.0
Hem-stitch (Ajur) 6.9
Welding - Laser 68 66.7
Forging - Inlaying 60 58.8
Pen 2 2.0
Raw material - Ramat - Laboratory 19 18.6
Grinding - Polishing 62 60.8
Bathroom - Coating 12 11.8
Casting 14 13.7
Sarnel (pipe engraving)° 13 12.7

Total number of workshops: 102

Table 3.7. Distribution of Workshops According to Production Techniques

(Source: Sekerci, 2014, p. 162)

Techniques Used While Count %
Producing Silver Products

Hem stiching (Ajur) 7 7.0
Casting/Molding (Do6kiim) 77 77.0
Hammering (Beating) 56 56.0
Inlaying 51 51.0
Pen 10 10.0
Enamel 2 2.0
Oxide 71 71.0
Rodaj 7 7.0
Metal spinning 56 56.0
Stone ornamentation 4 4.0
Filigree (Telkari) 1 1.0
Number of workshops:100

40 A pipe used alone or as additions to products; that is produced from the metal’s own type. Sarnel
is used as a tool in jewellery to provide cutting of the half product in fluent and equal length (Oztiirk,

2012, p.58)
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CHAPTER 4

FIELD STUDY

This chapter firstly provides background information and summarises the work
that paved the way for the field study. This is followed by an explanation of the aim and
methodology of the study along with previous studies that informed how to conduct this
study. Afterwards, the limitations of the study are briefly mentioned. Finally, the data
collected are presented: The results of a gathering are shared and the initial observations

about the workshops are introduced.

4.1. Preparations for the Field Study

4.1.1. Background Information about the Projects

This study stemmed from a classroom project carried out by industrial design
students at Istanbul Bilgi University as part of their 2" year studio course, with the help
of instructors; Ashi Kiyak Ingin and Aysenaz Toker*'. The studio was named
“Apprenticeship in Product Design: Kapalicarst” in which the students were paired with
craftsmen in the Grand Bazaar (Kapaligarsi) area in Istanbul. Kapaligarsi is one of the
historic craft neighbourhoods mentioned earlier. Prior to that, the same studio course had
taken place in Sishane workshops for four years: The Sishane studio was formulated with
the know-how of the social design project “Made in Sishane”, which was a 10-year long
project with local craft neighbourhoods; however, the researcher was not a part of the
course or the Sishane project then. The course took place in the Grand Bazaar for the first
time in spring semester of 2017, leading to the conduct of this very study.

The design studio aims to fill the gap between the domains of workshops and the
academy, in order to provide a new opportunity for design students and craftsmen to work
together, exploring the craft production-design collaboration between craftsmen and
industrial design students. End results from the design briefs display collaboration

between traditional crafts and contemporary design approaches. During their

41 Please refer to page 9
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apprenticeship, students experience the first-hand mode of production. Starting with
analyzing the workshop, the masters, techniques and materials, they at the same time
perform small tasks as a part of workshop production, take part and get closely
accustomed to the everyday working of the workshops and its network (ingin, Tarcan,
Toker, 2017). The design briefs given for the project are presented below. Since the
products developed and shown in section 4.3 are designed according to the written briefs,

the descriptions and assignments are shown in this part.

“P1: Layers of Kapalicars: and Hans

Research and investigation on different layers of Kapaligars: and its surrounding
production area as a personal project. Design of collages/books/photo-essay/film/posters
etc. to present the impressions.

P2: Deciphering the Craft

e A thorough observation of the workshop, its rules and routines.

e A thorough observation and collection of the materials used, production
techniques, steps and networks.

e Reinterpretation and exploration of potentials of production techniques; to
design a piece of “body companion”

P3: Accompanying Craft: Table Landscapes

Design and produce an object that will accompany the dining table environment,
taking the craft knowledge and experience as a starting point.

Calendar:

P1: 2 weeks-P2: 4 weeks-P3: 6 weeks” (1ngin, Tarcan, Toker, 2017).

The field study takes one part of its information from this studio and the products
designed in the studio, however the main aim is to explore continuous transformations in
the craft and design scene. As the intention is not to propose a new educational studio and
it does not base on pedagogy, research on education did not take part in the literature
review. Still, the “apprenticeship process” in one part of the study is also observed,

emphasizing the pedagogical aspect of this research.
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4.1.2 Finding the Workshops and Craftsmen

It was helpful that the communication in “Biiyiik Yeni Han” had started with
Halit Kandemir, who was an acquaintance of one of the instructors of the studio, Ash
Kiyak Ingin. Also, Ozlem Tuna, a ceramic designer who works with the craftsmen in the
area, had helped with finding one of the craftsmen. First, a meeting with Halit Kandemir
was set up. Afterwards, he referred the researcher and the instructors to the local
association “GESAD-Giimiis Esya El Sanatkarlari Dernegi”, which translates as
“Silverware Handicrafts Association”. Therefore, “snowball” technique was being used
while finding the local workshops and craftsmen in the area. As Halit Kandemir’s
workshop is located in Biiylik Yeni Han, the research had started in this han. The
Silverware Handicrafts Association and its head Garbis Gedikoglu’s workshop are also
located in Biiylik Yeni Han. Garbis Gedikoglu helped with finding workshops in Biiyiik
Yeni Han and other hans in the area. After several meetings and visits to workshops, eight
of them agreed to work on the project. The ninth workshop of “Vilyan Toparlak” which
is located in Yasemin Han, was visited before the process along with Ozlem Tuna; and it
was the first workshop that agreed to work in the project. Some workshop names from
Kalcilar Han was mentioned for working together, however as the workshops reached to
an adequate number, it was not necessary to visit the workshops there. Also, it was better
for the mechanism of the class logistically (8 of the workshops being in the same han).
The other workshop located in “Yasemin Han” was also more inconvenient because of
its location, but as the production techniques were diverse in the workshop and as there
was a good connection with the workshop owner also from the references, it was predicted
that students would learn a lot from the environment.

The workshops that have previously worked with students from universities or
high schools were more openminded about the proposed project. Though some had
interns from handicrafts departments, all of them were working with “industrial design”
students for the first time. Some of them were reluctant to take any students, yet, after the
process some ideas changed. The workshops were informed about the apprenticeship

process and that the students would be insured during the process.
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4.1.3 The Process before Students’ Apprenticeship Phase

The design studios at Bilgi University are chosen by students according to their
interests: They are given a list of studios (with presentations of explanations, briefs from
each studio) and are asked to put their preferences in order; in general, they are placed
according to their choices. The fact that they were informed about the studio helped the
preparation process pass by more efficiently, as they already knew they would be working
with craftsmen in workshops. In the first weeks of the design studio, a starter project
called Layers of Kapaligars: was given. At the same time, students were given education
of job security at school and got certificates; documents and papers of insurance were
collected both from students and the workshops. Also, a presentation was made about the
workshops they would be working with, along with photos and introductions about
production techniques in these workshops. They were told they would be working in
pairs; except two workshops where there is only room for one apprentice. They put the
workshops in order according to their preferences, however instructors made the final
decisions and placed them. Afterwards, they were given instructions to work on their first
project; to discover the Layers of Kapaligars1 and put it into any medium of their choosing.
They were also asked to open blogs as another assignment, and write especially about
their apprenticeship daily. Before the start of the apprenticeship day, most of the students
visited their workshops. The results of the starter project consisted of books, photography,
videos, a kaleidoscope, illustrations... which was also useful for the following design
projects. The apprenticeships started on 7 March 2017. In the following weeks, students
came to the workshops full day on Tuesdays and half day on Fridays. Although the
apprenticeship process was scheduled to end on 31 March, as the studio was based on the
production and craft knowledge; and as the process in the workshops was useful, in the

next two months the workshops were visited a lot, both in and outside studio days.

4.2 Aim and Methodology

The study aims to draw a connection between the craft production workshops and
designers. Kapalicarsi ateliers, including silversmiths, brass and copper goods producers
were chosen as the site for the study, since there is an established craft network and a very

rich formal tradition in this area. These ateliers have been producing high craft goods to
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the Grand Bazaar shops for centuries. It should be specifically underlined here that the
aim of the thesis is not to suggest that the craft today is dying and ways should be found
to “save” the crafts and craftsmen. Because craft neighbourhoods have existed for a long
time and even if the products made can change from time to time, they continue to exist.
This study refrains from demonizing mass production, and finds it unrealistic to suggest
that craft production should replace mass production. In light of the literature review
conducted and with reference to past examples, a collaboration between craft artisans and
designers is suggested instead in order to make craft affect and inspire the future. Such a
collaboration would allow designers develop their skills in craft, and help them question,
and thus regenerate a concept of design. This also seems important from the craftsmen’s
point of view in terms of designing new products suitable for the necessities of

contemporary lifestyles.

AR

DESIGHM

[studants of CRAFT
dasiiin) KMOWLEDGE

K ACADEMY ‘J

COLLABORATION

Figure 4.1. Diagram of the study made by the researcher

As can be seen in Figure 4.1, the academy collaboration with local workshops
supply craft knowledge and design knowledge, creating a rotation that benefits students
and craftsmen simultaneously and provides both sides with new information to improve
themselves and their work.

One of the difficulties occurred during the project was finding craftsmen in the
area and trying to convince them for a collaboration with design students. While some
kept an open mind, few of the craftsmen turned the suggestion down, claiming that the
economy was not going well and they did not want to take any students as their
apprentices.

The study was mostly conducted in Buyuk Yeni Han. Prior to the commencement
of the project, a gathering with the workshop owners was arranged in order to discuss the
state of crafts and craftsmanship/apprenticeship in today’s world. The meeting was
recorded with tape and then deciphered. The analysis of this meeting and discussion was

made via concept maps, drawing out the relevant subjects.
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In this research, semi-structured interviews have been chosen as a tool for the aim
is to get unbiased opinions from the participants. As explained before, questionnaires
were already formed for another study conducted in Grand Bazaar. One doctoral study in
the same area about the situation of silversmithing from the handicraft’s perspective was
taken as a source for this thesis. In the study, Haldun Sekerci used a 33 question-survey
and applied it to 102 craftsmen in Biiyiik Yeni Han and Kalcilar Han**. Since this very
questionnaire has been deemed essentially related to this thesis, it was not necessary to
repeat a questionnaire with a quantitative method. Instead, this questionnaire was used as
the source data.

The craftsmen answered questions about their work, products they produce and
working conditions in general. The relevant answers concerning the situation of
silversmithing in Grand Bazaar and hans around it have been translated to English and
shown in section 3.2.3.1. The collaboration between artisans and students was also
observed, along with the products that were the results of this collaboration; which is an
important aspect of this thesis as it approaches silversmithing and craft from an industrial
design point of view.

The study is based on the transformative paradigm and uses qualitative methods
that are crucial for conducting a transformative research: A qualitative method that
contains observations, in-depth one-on-one interviews were used for the research, and for
the data analysis. According to Mertens, transformative paradigm “places central
importance on the lives and experiences of communities that are pushed to society’s
margins; generally people in nondominant cultural groups” (Mertens, 2009, p. 48). Some
other characteristics that define transformative paradigm are mentioned as the analysing
of asymmetric power relationships, linking results of social inquiry to action (Mertens,
2009, p. 48). Since this study aims to explore ongoing transformations in an existing
craftsmen community, transformative paradigm and the pertinent qualitative methods
have proved suitable for the purposes of this research project. The one-to-one interviews
were made with five of the craftsmen in the area, which is quite representative in quantity,
especially since there are not many silversmiths today. The number of silversmiths left in
Istanbul has been decreasing; while there were around seven hundred silversmiths ten

years ago, it decreased to around three hundred silversmiths and is decreasing every day.

42 The results of this study was translated to English in section 3.4.1.
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Also, the study does not aim to generalise the craftsmen community, instead it specifically
focuses on Grand Bazaar silversmiths.

To find some answers to the research questions below, the design outcomes of
the apprenticeship process are examined and analysed; according to the production
process, materials and how they interpreted the crafts one step further to design and
produce new products:

e How is traditional knowledge used in product design today, and how can
it be used in different ways?

e How can traditional craft knowledge be implemented into product design?

e In what ways do traditional knowledge and product design affect each

other?

4.2.1 Methods and Tools Used in the Study

The method of the field study consists of observations, formal and informal
interviews with craftsmen and students, analysis of the interviews; and analysis of the
products that came out of the collaboration. The production processes in the workshops
and the development and production of the designed products are shown.

The products designed for the projects are one of the outcomes of the
apprenticeship process in the Grand Bazaar; therefore, a part of the field study. Most of
the production took place in the ateliers, while some proceeded at home. “The relationship
between the ateliers, the production network, materials and techniques used in the
workshop, knowledge of the masters, social and cultural relations and everyday life in the
craft neighbourhood were important components to the design process” (Ingin, Toker,
Tarcan, 2017). For the projects and interviews, students and craftsmen were informed
about this study and that the product outcomes would be in the thesis. All the interviewees
were also asked permission before recording the conversations.

In the beginning of the field study and the studio, a gathering was scheduled with
craftsmen, instructors and students, which was voice-recorded. In the end of the studio, a
voice recording of the students was made to analyse their own processes. To receive more
reliable information, five interviews with craftsmen were conducted in various days.
Other interviews in this study were made without a voice recorder not to interfere with

the natural setting of the workshops; these interviews are mentioned in the observation
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and unofficial interview sections in the workshops before the in-depth interviews. Many
researchers who have made research in workshops have stated that they did not use a
voice recorder. For instance, Cigdem Corek states that in her study with jewel workshops
in the Grand Bazaar “during the interviews, a recording device or visual recording method
was not used. The entire conservation was recorded by taking notes with another person’s
help”. She used qualitative data collection with semi-structured interviews, and analyzed
the transcripts with qualitative analysis procedures (Corek, 2011). Behi¢c Alp Aytekin,
who observed students and craftsmen collaboration, also mentions that no recording
instrument was used in order to avoid spoiling the natural flow, ant that the interviews
were made with investigative note-taking techniques (Aytekin, 2015, p. 99). He also used
qualitative research methods along with semi-structured interviews.

Concept mappings are used to visualize the study outcomes. Kocabag has used
concept maps for her study on craft in 2009 (Kocabag, 2009, pp. 126, 127). Avsar
Gilirpinar used concept mappings for his study on cultural signs in product design
education, focusing on determining the concepts used in the design projects. As his study
(Giirpinar, 2008) focuses on specifying the certain approaches of culture, the concept
maps are used to determine the weight of project concepts; so the connecting lines in the
maps are not emphasised.

In the observation part, visiting the craftsmen in their local setting, and moving
the studio from the university to the workshops was a crucial point. According to Locke,
the most naturalistic field studies are reports of what goes on when a visitor is present.
Locke also suggests ways to suppress reactivity, such as the visitor’s being in the setting
long enough so that he or she is no longer considered a novelty; and being as unobtrusive
as possible in everything from dress to choice of location in a room (Locke, 1989 cited in
Thomas, 2011, p. 359). Although the workshops were collaborated to come up with new
designed products, in the observing and interviewing part, not intervening with the
workshop setting was important; the craftsmen and also the students in general kept on

doing their work when the researcher visited them to observe.
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4.2.2. Previous Studies on Craft-Design Collaboration

Since the methods and analysis of previous studies focusing on collaborations
constitute the road map to this study, it seems necessary, even if briefly, to explain earlier
research that was made with local craft networks.

Fang-Wu Tung mentions co-creation process proposed by Sanders and Stappers,
and states that it can be adapted to the craft-design collaboration (Sanders & Stappers,
2008, p. 6; cited in Tung, 2012, p. 74). An argument made by Sanders and Stappers claims
that “designers are invited to tackle the challenges which cannot be addressed by
individuals alone” (Sanders & Stappers, 2008; cited in Tung, 2012, p. 74). With this,
Tung justifies the collaboration between artisans and designers. The researcher continues
by explaining the term “fuzzy front end” phase, “the early phase before the traditional
design process begins”. This phase is used in the co-creation processes and the author
uses it in the case study. The phase differs from the traditional design processes, being
more obscure and intangible, as the name “fuzzy” suggests. Fuzzy front end phase is the
phase when the divergent activities take place for identifying any fundamental problems,
“to describe opportunities, and to determine potential designs”. A figure proposed by

Sanders and Stappers is shown in Figure 4.2.
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Figure 4.2. Craft-design collaboration process adapted from co-creation process
proposed by Sanders and Stappers
(Source: Sanders & Stappers, 2008, p. 6, from Tung, 2012).
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In the fuzzy front end phase that Tung conducts, observing and getting to know
the local setting, materials, craft products and techniques are essential. The boundaries
between craft and design become blurrier, thus design and craft practitioners learn more
from each other. Afterwards, the design development process comes where “the resulting
ideas for products are developed into concepts, prototypes, and then refined into resulting

products” (Tung, 2012, p. 74).
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As the outcome of the research project, seven products are shown. To analyze the
findings and the results of the research, Tung uses mappings. A mapping for a craft-design
collaboration process is proposed. The craft-design collaboration process is explained in
a figure, made by the researcher, reinterpreting the one proposed by Sanders and Stappers

(2008, p. 6 from Tung, 2012).

Fuzzy-front end Design-development
@ ®Shared knowledge
Gett!ng to know the local setting’ Indentifying Sketching( \Discussing/ \Prototypingr \Presenting
Getting to_know the'craft and -Problems
products -Opportunities
Getting'to'know the material -What to design

Figure 4.3. The craft-design collaboration process proposed by the study
(Source: Tung, 2012, p. 79)

For concluding the research, it is mentioned that for the local industry to revitalize,
design knowledge is needed. In the study, a design-craft collaboration process is proposed
and it is stated that it can be applied to related design practices. The researcher explains
that in the study, it was also important not to put “artisans” in a passive mode, but
encourage them to develop their own innovations.

The research by Fang-Wu Tung, made in collaboration with design students and
local artisans has been an important source when analyzing the studio and the resultant
products. Although the briefs were not written in accordance with the research, they have
similarities to the process. To compare with the conducted studio, Layers of Kapaligarsi
project is partially related to “getting to know the local setting” of the “fuzzy front end”
phase. Its purpose is getting to know the area and representing the impressions. It can also
be considered the preparation process to the fuzzy front end. “Deciphering the Craft”
project’s first three sections can be counted as the fuzzy front end phase. Fourth section
Crafting Body Companion part is the design development part where the students use the
shared knowledge to create new designs, by sketching, prototyping and getting critics in
between.

Other research on the subject involves Nicola Wood’s several works on
transmitting craft knowledge, which she draws from three theorists: The tacit knowledge
theory of Michael Polanyi, the experiential learning theory of John Dewey and reflection

theory of Donald Schén (Wood, 2006, p.5). Wood observes craft production and records

84



the productions with video. She observes bowl turning, clog making and drawing from
the theories of craft knowledge, she proposes a framework to understand tacit learning.
She also “establishes techniques for eliciting craft knowledge which are interwoven with
the process of developing the transmission resource” (Wood, 2006, p. 146). The works of
Wood have been important sources in many craft-design collaboration research.

Behi¢ Alp Aytekin’s work in Mardin has also been a useful source. It is about the
craft workshop-academy collaboration that takes place in Mardin, Turkey. Students,
academicians and “telkari” craft masters defined as a “community of practice” by the
researcher. Aytekin aims to transfer tacit knowledge by constructing “learning bridges”
between groups, and presents his research as a participatory design method (Aytekin,
2015). Aytekin’s study gives an example of craft design collaboration, therefore is related
to this study; however, in Aytekin’s study the pedagogical aspect comes more forward.

Giines Kocabag’s interviews on craft in Turkey have also been useful for both the
literature review and field study sections of this research project. She made in-depth
interviews with design professionals about craft in Turkey. The study is relevant in its
concept, and has been a useful source for determining the designers’ opinions on craft.
Kocabag does not interview craftsmen, thus the point of view in the study differs from
this one. According to one of the interviews made by Giines Kocabag, Ayhan Eksici states
that “craftsmen need to believe that the product they produce will bring them economic
return”. If they do not get this guarantee they will not take any risks and produce the
products in the first place”. Thus, designers also need to approach craftsmen as marketing
experts and convince them about the profitability of their proposal (Kocabag, 2009, p.
93). This statement, made by a designer relates to the results of the craftsmen interviews
in this study.

Many more theses conclude that craft education is crucial, and suggest that a
collaboration between design schools and workshops outside school could serve
beneficial for both parties: The school could get access to facilities not constituted within
them, and the workshops would get introduced to prospective designers, which could
prove to form lasting professional relations between the two (Kocabag, 2006, pp. 136-

137). This study benefits from this cooperation and shows the results of it as well.
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4.3 Limitations of the Study

One of the main challenges of the study was the fact that some of the craftsmen
were not willing to accept things due to their devotion to the tradition. Still, while not
willing to give up tradition, most of them were open to trying new forms for products.

Most craftsmen do not accept any method other than the ones they have known
for years. For instance, students were asked to try different materials with their hands,
however the masters, especially ones that deal with silver, always wanted and encouraged
them to draw their ideas first.

In the beginning of the field study, the workshops in the area were visited and the
workshops that agreed to work on the project was visited in the next three months. Finding
the Han and the workshops in it was an important part of the study, and a difficult task
that involved going to the area several times: It was observed that a number of workshops
did not want to collaborate with students or the university, some said that they did not
have any job to give for the students, another one said they were too busy to take students.
While two workshops did not have “suitable” tasks for students, one simply did not want
to deal with new people. However, throughout the apprenticeship period of students in
the Han, it was observed that some of these craftsmen began to admire the project and
became more open minded for a relationship for next years.

Dealing with valuable materials such as silver, gold, brass; and making valuable
products also mean competition between different workshops. While almost none of them
would admit that they are, and claim the opposite, that they all have different styles and
techniques for making a product, and that they are supportive of each other’s work in
every way. It is observed that they sometimes talk about each other’s works and criticise
them a lot. This is another limitation of the study as it may have affected the unofficial
and in-depth interviews, thus the results of the study. It is therefore a part of study’s
conclusions.

In this study, semi-structured interviews and observations were chosen as the
suitable research methods due to the lack of written sources about the craft from an
industrial design perspective.

As “the validity of the study relies on the reliability of instruments used” (Corek,
2011), the in-depth interviews were made with participants who were selected after the

3-month process of observations in the han. The workshops were visited at several
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different times and unofficial interviews were made at different times. Voice recordings
were made for the in-depth interviews. For the students’ apprenticeship and production
processes, both voice recordings and written explanations were used to increase
reliability.

As the researcher was the research assistant for the studio of Apprenticeship in
Product Design, it was possible to go to the production areas of the workshops, generally
located in the second floors. Owners mentioned that the workshops, at least the second
floors are usually not open for outside visitors. The workshop owners were open and
helpful with all the questions asked. The position of the researcher has helped with the
study, as being the research assistant of the project firstly led to visiting the workshops
with the instructors before the project started and developing a relation with the
craftsmen, secondly it led a path to observing the students while they were doing their
apprenticeships. However, it may have affected the conversations during the research; for
instance, the attitude of the craftsmen was different when they were talking with students.

With some exception weeks that took place at the university, the workshops were
visited twice a week. In the end of the process, the craftsmen that were the most interested
in the design process of students and that the researcher could communicate in a relatively
open way were interviewed. As even in the beginning, the workshops were selected by
references from others, the interviewed craftsmen were dependable. The study and data
was made sure to be as reliable as possible by this process. Also, these interviews were
made after the apprenticeship process ended, which helped to get opinions about the

project outcomes in general.

4.4 Collecting the Data

4.4.1. Gathering with Craftsmen, Instructors and Students

A meeting was arranged in Biiylik Yeni Han on 10 March 2017, in the beginning
of students’ apprenticeship process. In the meeting, the instructors of the studio invited
the workshop owners, along with the students (apprentices) to watch a movie about
craftsmen and apprentices in Istanbul. The meeting was recorded with Samsung S4
mobile phone, the whole conversations and discussions were transcribed and deciphered

with help of colour coding according to specific themes; keywords and statements were
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put in a graphic chart to formulate a general mapping of the talk. The topics of this talk,
along with the literature review were used as a source in the next meetings and in-depth
interviews.

Relevant keywords and sentences were selected along with the relevant talk points
that are shown below:

-For an apprentice, it is better to start and finish training as much as possible in
one shop, complete their journey. Otherwise, when an apprentice goes to practice in
different shops, he may earn more but he won’t be educated enough, he will be someone
who “knows everything and knows nothing”.

-It is crucial to evaluate the machine production and hand production separate
from each other. For instance, one can produce a carpet handmade or with a machine.
What you do with your own hands is always more valuable, because there is an effort
from a person in the handcrafted products. The difference between a handcrafted product
and mass produced product is similar to the differences between a hand painted portrait
of a painter and a printed copy of this portrait.

-Hidden knowledge is always more valuable. When you share what you know, it
becomes irrelevant.

-“I do not believe one can teach anything to anyone. When someone wants to
learn, they demand the knowledge, and I teach them everything I know. Otherwise I do
not care at all.”

The concept mapping of this talk is shown below.

NONTRADIONAL STUFF SMILAR TO
l | PRINTED
TRADITION——— WHY X
| MACHINE MADE— 1 PAINTED
APRENTICESHIP IT IS NOT THE
| SAME AS HANDMADE

NOWADAYS-BUT NO SOLUTION

Figure 4.4. Interpretation of the meeting

The outcomes of the meeting are relevant with the literature review. For instance,
Ragland explains that rather than “merely becoming knowledgeable about the subject”,
an apprentice was expected to practice the displayed project by himself to discover “the

secret” (Ragland, 2009). The same statements are made in this gathering.
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4.4.2. Workshops

In this section, the workshops are explained according to subjects discussed in the
previous chapter; such as the tacit knowledge, traditional production techniques and
produced goods. Then the transformation of a production technique in the workshop is
described along with the apprenticeship process of the students. Afterwards, tacit
knowledge gained from the workshops is explained. In this part, firstly the experiments
in the workshops are shown, then the design processes are explained. The projects
developed are analysed through the observed production techniques and on the basis of
their appropriation of these techniques to the design processes. The designs are evaluated
through the processes and outcome products. The design outcomes of the study are not
labelled or evaluated in terms of being successful or not, since the aim of the study is not
to assess the product outcomes, but to analyse the outcomes of the processes.

There were nine workshops in the process. Eight of these workshops’ production
techniques and the apprenticeship processes are shown with photographs and
observations. Although the ninth workshop owner seemed interested in the project and
allowed photo taking when visited, later he was not comfortable with sharing photos of
the goods produced in the workshop. Thus, only the product results from the process and
sketches of students are shown; however, photos of the techniques and produced goods
are not shown. In the first apprenticeship day, the owner was keen on teaching, then he
rapidly lost interest in the project. The apprenticeship process was not beneficial as the
workshop owner was hesitant to share his knowledge, did not allow most of the
production to be practiced and in the end, was not in collaboration with the instructors.
The students who were apprentices in the workshop decided not to work there at the end
of the apprenticeship period, and were guided towards working with other workshops for
production.

The workshops are analysed according to subjects below;

e Craft Community
e Tacit Knowledge
e Production Techniques

e (Craft and Design (Transforming the Techniques with Design)
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4.4.2.1. Workshops and the Craft Community

It was observed that Biiyiik Yeni Han and the workshops in it are connected with
each other on different levels, there is a different code of work and daily life routine in
the area. As was observed in the Grand Bazaar and its surroundings, the daily life is
maintained almost the same as old times: There are “ceremonies” of black and linden tea;
regular visits to other workshops. Sharing tea with guests is important, as is having small
talks about daily life, especially when it is the first visit to the workshop. The relationship
between different workshops is crucial in production: When a good is produced, different
workshops produce different parts of it and use different production methods. There is a
connection line between the different workshops besides the production.

Also, while some craftsmen are very eager to share their knowledge, others are
not open to sharing their knowledge and not very keen on visitors. The competition
between workshops have been observed in this part as well. Most of the workshops
always wanted to treat the instructors and students with food and drinks. Although the
school was paying a small amount of money to them, they did not want to accept it
because they saw the students as their hosts.

All the workshops have similar plans: The production areas have similar tools,
production spaces and techniques. Some workshops have areas for guests and clients in
the entrance or in a separate room. The workshop plans according to different production
techniques are shown below.

Halit Kandemir’s workshop, which is also named Halit Kandemir, has an entrance
room where he has his guests over and does the trading of his products. As seen in figures
below, the entrance of the workshop is for visitors and to host them for business or other
purposes. Some products are displayed in glass cabinets. Certificates and photos are hung
on the wall. The workshop owner was always welcoming and open to sharing his
knowledge.

The atelier where he produces the goods is upstairs, he also has a smaller room
for production downstairs. He works with a partner, Edip Doruk, who was working in a
workshop across this one until five years before. Halit and Edip realised that they were
working together a lot, so while Edip was looking for a new workshop location, Halit

proposed Edip to work in Halit’s workshop. The workshop has a sofa covered with rug
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to sit down, the workshop also has cupboards, chairs and stools, tables along with

production tools.
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Figure 4.5. Workshop plan of Halit Kandemir according to production areas
(Credit: Selin Oztiirk)

Figure 4.6. Workshop Entrance of Halit Kandemir
(Photography: Berilsu Tarcan)
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Figure 4.7. Workshop Area of Halit Kandemir.
(Photography: Berilsu Tarcan)

Ming Silver, introduced by Garbis Gedikoglu has two floors. In the entrance, there
is a turning machine in the production area. In the workshop, the main material for
production is silver. However, in certain circumstances, they produce goods from brass
and copper. In the visits to the workshop, the craftsmen who worked there were sceptical
about the project: They stated that one month is not sufficient for the students to learn
much, although they told they would teach the production techniques in the workshop. In
the process, especially the owners were surprised that both students were able to observe
and learn most of the techniques, to the point that in the second week they were able to
help with the jobs that came to the workshop. The behaviours of the craftsmen in the
workshop towards the instructors and students shifted; while in the beginning they kept
their distance and were very formal, in the end of the process they were friendlier and

more open to having conversations.
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Figure 4.8. Workshop plan of Ming Silver according to production areas
(Credit: Deniz Yildirim)
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Production methods used in the Ming Silver workshop vary from spinning to

hammering. As seen in the figures below, turning is also used for production.

Figure 4.9. ods for the lathe and the lathe.
(Photography: Berilsu Tarcan- Alara Altindren)
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Figure 4.10. Production area upsfairs n Ming Silver.
(Photography: Deniz Yildirim)

Figure 4.11. Examples of tools used in the Workshop.
(Photography: Berilsu Tarcan)
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There is a small room in the entrance of Balyan Handicrafts, where the products
are displayed and the operations are made. Inside, the workshop has two floors,
production tools are around. Yeprem Sogiit works along with one master and one

apprentice, also the manager, Rita works in the workshop entrance and deals with clients.

Figure 4.12. Workshop area and visualisation of the area of Balyan Handicrafts
(Photography: Berilsu Tarcan, Credit: Adil Batuhan Kasut)

Only trays are produced in this workshop as products and they are sold to various
shops in different cities of Turkey. Focusing on one product only actually helps the

workshop distribute more products.

Figure 4.13. Tools and products from the workshop.
(Photography: Berilsu Tarcan, 2017)

94



The workshop of Garbis Gedikoglu, Rose Silver has two floors. In the production
area, Mustafa, who started as an apprentice in the workshop twenty-one years ago, still
works together with Garbis. In Rose Silver, craftsmen in the workshop generally produce
the orders that come from firms, architects...etc. They include products such as lighting,
trays, bowls.

The workshop owner and his associate were both helpful on the process and were
content with the outcomes of projects. As the workshop owner is also head of the local
silversmiths association, he helped with arranging the other workshops and other formal
issues. The workshop had customers that brought silver products to repair. As the
workshop has been in the han for twenty years, it is well-known by old customers. The
relationship between the workshop owner and students developed in time. Over time, the
students used the connections of the workshop owners when buying jewellery or materials

in the Grand Bazaar area.
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Figure 4.14. Workshop plan of Rose Silver according to production areas
(Credit: Polen Kenziman)
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Figure 4.15. Goods produced in the workshop.
(Photography: Berilsu Tarcan)

In the entrance of Eyiip Silver, there is a display window where products are

shown, and a shop where they are sold. The area for production is relatively smaller. The

workshop owners were hesitant to accept any apprentices in the beginning, as the area

was fairly small and there was not much work to do in the workshop. However, they

accepted to take one apprentice with the help and persuasions of Garbis Gedikoglu. In the

first day, they did not give any work to the apprentice as there was no production that

day. The instructors advised and guided the apprentice to keep on observing the

production techniques. After the second week of the apprenticeship, there was a very

sudden shift in their behavior. This was around the time that the idea for using the press

machine with different materials came up. As the apprentice had an idea for what to do,

and it was something they could help with, they gladly supported the apprentice with

necessary materials.
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Figure 4.16. Floor plans according to production in Eyiip Silver.

(Credit: Adem Sinag)
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Figure 4.17. Workshop entrance of Eyiip Siler with products.
(Photography: Adem Sinag)

Ares Silver has one showroom across the workshop, and a store where they stock
and sell materials. The workshop has many areas for production, and is crowded and busy.
Thus, various production techniques can be observed at the same time. The workshop is
very crowded and busy. The owners accepted to work with students without hesitation as
they worked with universities in the past. Although there is always a lot of work to do,
craftsmen in the workshop helped both the students learn the production and they let them
use the machines. For instance, one of the students tried to use the spinning machine with
the help of the craftsmen in the workshop, which is very difficult to manage and in general

not allowed to be used.
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Figure 4.18. Production Techniques in the workshop area of Ares Silver
(Credit: Gizem Erbilgin)
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(Photography: Berilsu Tarcan, 2017)

Halil & Ali Silver was also suggested by Garbis Gedikoglu. Only products made

of silver are produced in the workshop. Photos from the area are shown above.

Figure 4.20. First and second floors of the workshop according to production areas.
(Credit: Gozde Cubukcu)

Figure 4.21. Goods produced in the workshop
(Photography: Berilsu Tarcan)
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Vilyan Toparlak’s workshop is located in Yasemin Han. The introductions were

made by Ozlem Tuna, a designer who works with Vilyan Toparlak. As the production in

the workshop is diverse and the owner was very knowledgeable about craft and art, even

if the location of the workshop differs from the others, it was chosen as a workshop.

Different than the others, the production techniques in the workshop of Vilyan Toparlak

allow to experience many processes in the same place. In the other workshops mentioned,

mostly, a product is not produced in one workshop. Instead, different processes take place

in different workshops.
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Figure 4.22. Production Techniques in the Workshop Area
(Credit: Dila Arik).

Figufe 4.25 . Metal turning machine and lathe with pulley
(Photography: Dila Arik)
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As mentioned, the product and tool photos from the ninth workshop are not

shown, however the sketches of students from the process and the workshop plan are

shown below.
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Figure 4.24. Workshop plan of Orgu Silver
(Credit: Lara Divris)

Figure 4.25. Workshop tools of Orgu Silver
(Credit: Lara Divris)
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4.4.2.2. Tacit Knowledge

In all the workshops, the knowledge transfer was important in terms of learning
the craft and various production techniques. The workshops had similar production
techniques, however students focused on different techniques in different workshops.
Transformation of tacit knowledge occurred in various ways.

For instance, Halit Kandemir explained that when beating a material, the exterior
should be without any marks from the beating, but the interior should remain with the
marks. He also said craft workshops are similar to a factory.

In the visits to the Halil & Ali Silver, it was stated that practicing crafts is getting
more difficult today. The workshop owners explained that especially in the last five years,
products are being shipped to other countries such as Israel and the United States. The
owners were eager to help the students; however, they were partially critical of the
instructions and design briefs: In the design brief, mockups were given as homework to
encourage working with materials and trying with hands. They were opposed to making

mockups before drawing, and they stated that students should draw sketches before.

Figure 4.26. Hammering.
(Photography: Ali Riza Atakan Gir)

Figure 4.27. Hammering explanations
(Credit: Ali Riza Atakan Giir)
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In the beginning of the project, both the craftsmen and the manager of the
workshop in Balyan Handicrafts was critical of the project lasting only one month and
being in just one workshop. They said that for the apprenticeship process to be beneficial,
the students should visit more than one workshop and learn the practices in different
workshops. After it was explained to them that the project is to be done in a very limited
time as it is a project of one term, they accepted to contribute to the project. In the process,
the owner still introduced the student to other workshops. The craftsmen in the workshop
were happily surprised with the results from the project: Yeprem Sogiit stated that because
the students are educated, their perception is very high and they can observe and produce
a product faster than a regular apprentice would. Also, the student placed in the workshop
and the craftsman formed a friendship in the process; after the work hours they had
dinners and drinks in the workshop together and in the beginning of the process the owner
gifted the student with a book about “Armenian Silversmiths from Van”. These behaviors
observed since the beginning of the process helped the student get used to the project in
early stages, and affected the outcome of the project positively as working together
became easy.

The workshop owner Vilyan Toparlak said that he had other apprentices from
other universities before, so he was familiar with the process. He stated that designing is
an art form. In his opinion, the main problem with craft today is that people do not
appreciate a product for how they are produced, instead they just go on to ask about the

price. He produces many products for big companies, too.

4.4.2.3. Craft Production in Traditional and Modern Cultures

Various types of production techniques are used in each workshop. Mostly,
traditional production techniques are used for producing many different products. The

production techniques shown below were observed by students.
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Figure 4.28. Production processes of a bowl stand in Halit Kandemir’s workshop.
(Photography: Irem Altunsu)

1-Molding 2-Sanding 3-Cutting 4-Welding 5-Beating 6-Polishing 7-Finished Product

i - - RN A e
Figure 4.29. Hammering process :Turning a flat metal into a 3 dimensional shape
(Photography: Irem Altunsu) (cont. on next page)
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Figure 4.30. Production of a product in Rose Silver
(Photography: Polen Kenziman & Elifnaz Pamukgu)

1. Casting mold for the branches 2. Rasping of the branches
3. Metal turning for the body part 4. Finished body part
5- Correcting with rasping 6-Finished product.
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In Ming Silver, tools such as scissors, hammers, welds, pincers are used for
producing silverware. In this workshop, especially the tools used for production were
used as inspiration. Mostly, the products produced are orders from the USA or other

countries.

Figure 431, Examples of tools and goods produced in the workshop.
(Photography: Berilsu Tarcan)

In the Eyiip Silver workshop, there is a press machine for producing patterns on
the goods such as mirrors. The workshop produces mirrors and similar accessories, some
part of the products are not produced in the workshop and ordered from outside, such as

the mirror parts of the products.

Figure 4.32. Goods produced in the v;forkshop
(Photography: Berilsu Tarcan)

105



Although it was not clearly stated by the craftsmen in the interviews, in a majority
of the workshops there is no press machine, as pressing is seen as a low-quality imitation
of the inlaying technique. Sekerci also mentioned this in his study: It is a cheaper and
easier method to create ornaments with press, an ornament that would normally take
weeks, even months with the traditional inlaying methods can take only a few hours.
Nonetheless, it is often criticized by craftsmen because it lacks artwork and technical

quality (Sekerci, 2014, p. 38).

— =

Figure 4.33. Goods produced in Eyiip Silver
(Photography: Berilsu Tarcan)

| ire 4.34. Product Examples in Ares Silver
(Photography: Gizem Erbilgin)
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Figure 4.35. Tools in Vilyan Toparlak’s workshop
(Photography: Dila Arik)

4.4.2.4. Transformation of the Production Techniques

In this process, traditional techniques in the workshops are combined with the
techniques that were researched for the project. The transformation of the traditional
production techniques occured with the help of the “fuzzy front end phase”; the phase
before the design process begins, as explained before*’. The process consists of observing
the workshop, coming up with ideas for taking the craft knowledge and combining it with
the design knowledge according to the design brief. Traditional techniques and tools in
the workshop are used for unconventional purposes.

For instance, in the workshop of Halit Kandemir, all the different hammers were
tried for creating a new texture, and the change in texture was used as an idea for the
designs. Tools for bending and curling the material, in general for making jewellery was
used. The color changes on copper and brass that occurs with time (in general is not a
desired outcome) was observed and used for the design concepts. In this case, the
traditional techniques were transformed in context and material. The techniques used in
the workshop are used for giving form to the products, however, when it comes to the

color and texture, both students started their own experiments.

43 Please refer to Secton 4.1.2. for more detailed explaining of the Fuzzy Front End Phase.
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Figure 4.36. Giving texture to material with all the hammers and anvils in the workshop.
(Photography: Irem Altunsu)

The outcome products of students and the products produced in the workshop
have clear differences. To compare the results and the production techniques, the
production processes of the two different products are shown below in Figures 4.37, 4.38,
4.40 and 4.41.

First product is called Pangea and the steps for production are shown below.

AN

Figure 4.37. Cutting the brass, alpaca and copper to pieces
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Figure 4.38. Welding and melting all the edges to create color change.
Hammering and twisting the shape to suit the arm.

(Photography and project: Selin Oztiirk)

Figure 4.39. Product outcome photos of Pangea
(Photography: Selin Oztiirk)
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The second product outcome from this workshop is called Wabi and the

production steps are shown below.

Figure 4.40 Experiments with the patina
(Photography and Credit: Irem Altunsu)

Figure 4.41. Production process
(Photography: Irem Altunsu)
1-2 Form trials with aluminium foil and cardboard
3- Cutting the brass according to the cardboard layout
4- Making a hole for thumb with melting technique
5- Bending the brass by hammering and hand force
6- Patination process with the apple cider vinegar and salt mixture
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Methods for having a green-blue color on brass that would normally occur with
time, which is called “patina” were researched. Around a hundred experiments were made
to observe the patina process by changing the metal, the liquid applied (apple cider
vinegar, white vinegar, ammonium, salted vinegar etc.) and application methods. The
process was controlled over time and was applied on the brass to make it “look and feel

like a second skin”.

Figure 4.42. Product outcome of Wabi
(Photography: Irem Altunsu)

Analysis of the production and product outcomes were made by comparing the

ones from the workshop and from the students. The results are shown in the chart next

page.
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Table 4.1. Product analysis of Halit Kandemir’s workshop and students
Product Photo Product Names and Key Points
Tree Leaves for the Bowl
Material shaped into a 3-dimensional form
Traditional leave figures

Pangea:

Changing colors of materials by heating

Creating integrity by melting every edge, instead
of melting just the combining points

Wabi.

Changing the patina

Organic forms
Out-of-traditional shape

Look and feel like a second skin

It can be seen that although some traditional production techniques were tried and
used in the projects, they are different in form, context and usage. When analysed
together, Pangea and the Tree Leaves have resemblance in their forms, as they both
resemble leaves: The product Tree Leaves seen in Figure 4.38 and Table 4.1 is a realistic
“simile” of tree leaves, and it is made for the function of “a glass bowl’s stand”. The tree
leaves are produced to look exactly like tree leaves. Pangea’s form also resembles tree
leaves, however they are less realistic and more figurative; also it is not made for the
purpose of imitating nature. It is made as an accesory for the body. Wabi also has an
organic form and resembles the nature in its colors and patina.

In Ming Silver, the products are designed according to specific details in
production processes. In the first project, brass and copper plates are combined and cut in
stripes without using any welding. Brass is selected as the main component as it is more

durable and strong. Then the two materials are wrapped and tightened to each other with
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the help of “pliers”. Then, they are toughened up by hammering and the final rasping is

made for corrections.

Figure 4.43. Production proces.
(Credit:Alara Altindren)

Figure 4.44. Finished product.
(Credit: Alara Altindren)

For the other product, brass, copper and alpaca are used. The workshop had a lot
of incoming orders, thus many approaches to production were observed. The attached
figures on the object with clamps before welding. They call these clamps “merzem”. The
clamping method used for adding ornaments on the silver products was used as a

functional tool in the design.
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Figure 4.45. Production processes
(Credit: Deniz Yildirim)

Figure 4.46. Finished product
(Credit: Deniz Yildirim)
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Table 4.2. Product analysis of the Ming Silver workshop and students

Product Photo

Product Names and Key Points

Clamps attached to the product:

Used for attaching figures, ornaments
on products

Traditional figures

Anomali:

Changing colors of materials by
heating

Creating integrity by melting every
edge, instead of melting just the
combining points

Hanclampus:

Using the clamps as a different function
Adapting the workshop tool to the
product design

In Balyan Handicrafts, one student worked as an apprentice in the workshop, and

during this time the student produced a set of rings that can be used as bells; and a tray

that contains a holder for glasses. Production stages shown in the next page involve trials

with different sounds.
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Figure 4.47. Production process in Balyan Handicrafts
(Photography: Adil Batuhan Kasut)

1- The filler being pressed 2- Welding the materials for assembling 3- Leveling the
surface 4- Smoothing the tray by hammering

Q::-s

HARD/THICK THIN/SOFT THIN/HARD THIN/SOFT HARD/THIN
BRASS BRASS BRASS BRASS BRASSES

r'

HARD/THIN HARD/THIN/ IRON STICK HARD/THICK
SUCCESSIVE HARD/THIN HOLLOWED AND THIN/SOFT BRASS
BRASSES BRASS BRASS IRON SCREWS COMBINATION

Figure 4.48. Product development process
(Credit: Adil Batuhan Kasut)

THIN THICK
LOUD LOUD
HARD SHRILL DEEP
LOW
SOFT SHRILL — IRON
(IRON)
NYLON
MONOFILAMENT
HARD/THICK
HARD/THIN
HARD/THICK

Figure 4.49. Product’s finished materials
(Credit: Adil Batuhan Kasut)

116



T %
» -

Figure 4.50. Finished product
(Credit: Adil Batuhan Kasut, Source:

https://id202adilbatuhankasut.tumblr.com/image/159315840998)

Table 4.3. Product analysis of the Balyan Handicrafts workshop and student

Product Photo

Product Names and Key Points

Tray produced in the workshop

BOWOICE:

materials

Using sound as a function, using workshop

From Rose Silver workshop, both products came out as collections. First product

set is designed with the function of bended brass and copper plates: They are not distorted

when they are twisted onto each other, they become rigid waves. These two or more rigid

units pass through each other and form a locking mechanism, which locks firmly and is

used as the main function of the product.

Figure 4.51. Production of the product
(Photography: Polen Kenziman)
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Figure 4.52. Finished product set
(Credit: Polen Kenziman)

Second product set is designed as visual frames that show meaning while they are
together. Separate geometrical shapes are combined into different pieces and have

different visual meanings. The process is shown below.

(Credit: Elifnaz Pamukg¢u)

1-Cutting the copper wire. 2- Giving the shape with priels. 3-4 Forging the visual part
with hammer. 5- Giving circle shape with steel anvil. 6- Welding the open edges. 7-
Letting the rings in metal oil for hours. 8- Forging again for firm surface.
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Figure 4.54. Finished product
(Credit: Elifnaz Pamukgu)

Table 4.4. Product analysis of the Rose Silver workshop and students

Product Photo

Product Names and Key Points

The candlestick
Hand-made  production,  with
traditional techniques

Adaptable Twirls:

Using bending technique on sheets
Using the technique for function
(two ends are adapted to each other)

Single or Together:
Using bending technique on wires
Using the technique as a visual
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In the product development process in Eyiip Silver, a very specific transformation
in production technique was used: The press machine which is used for producing silver
mirrors was used with another material, paper. The idea was developed after trying many
materials on the press machine, and was appropriated as a design concept in the next

project, as a fruit bowl made of plastic.

Ay

Clue Bonding

Figure 4.55. Production process of the product
(Credit: Adem Sinag)

Figure 4.56. Finished product
(Credit: Adem Sinag)
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Table 4.5. Product analysis of the Eyliip Silver workshop and student
Product Photo Product Names and Key Points

Silver Mirrors:
Production with press machine on silver
material

Avam’s Jewelry:

Changing the material in the press
machine

Production with press machine on silver
material

In Ares Silver, both students started to experiment with the brass material, in this

process they also used products from the workshop.

Rasping Bending

Spinning Saw cutting Sanding

Figure 4.57. Production techniques in Ares Silver
(Credit: Gizem Erbilgin)
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Both students developed series of products, related to the materials and techniques
of the workshop. The first student states that she could not apply some of the techniques
in the workshop by herself, instead; she observed the production. After examining the
production stages of different goods in the workshop; products were developed in

accordance with the curves of the body. The student explains her process;

“At the workshop the most interesting thing was beating, because the material starts to curl
in response to the beating surface. I also thought that I could cover the hollows formed by
this technique with the curves in our bodies. So I have done many experiments in this
process, to see the form potentials that can be formed and to understand the reaction of the
material. Finally, I decided to design a 'Body Companion' using the curves of the head, back
and legs.” (Gizem Erbilgin)

Placing the pieces fr welding. Hammering

Figure 4.58. Production process of the developed product
(Credit: Gizem Erbilgin)

The other student who was an apprentice in the workshop both observed and
applied the techniques used in the workshop. He was more a participant in the workshop,
than a student; as stated by him and the craftsmen in the workshop. He states that he even
tried the spinning tool, which is in general not used by students because it is a difficult
machine to manage. The product series developed by him is named “Health Kit”, based
on the work accidents that craftsmen have in the workshops. He also used his own

experiences when using the production techniques;
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“The collection of my "Health Kit” is based on artisans bodies. They were working without
any protection, blooming parts without welding, burning while welding... Many factors in
the workshop environment cause wounds. In the first week of the workshop I was also
burned my hand because I was careless. For this reason, | aimed to protect them; the designs
that I have made protects people from any harm that may occur.” (Kunt Konuk)

Figure 4.59. Producing the product series
(Credit: Kunt Konuk)

Table 4.6. Product analysis of the Ares Silver workshop and students (cont. on next

page)

Product Photo

Product Names and Key Points

Salver and Sahan

Material shaped into a 3-dimensional
form

Traditional forms and usage
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Hollow:
Using the products and techniques in
the workshop in another context

Health Kit:

Using the products and techniques in
the workshop in another context
Non-traditional shape

Look and feel like a second skin

Table 4.6. (cont.)

In Halil & Ali Silver, as production was focused only on silver, the instructors
were not sure about how the students could observe and use the production techniques at
the beginning. As the silver material is too valuable, both students were advised not to
work with silver, but instead observe and use the techniques on aluminum plates or other
relatively cheaper materials. In the end of this process, both students used templates in
the workshop (known as mastar) as the main idea. Mastars were observed as crucial tools
for production by students, and both students used the logic of mastars while designing

their products.

Figure 4.60. Tools in the workshop
(Photography: Gozde Cubukcu)
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The first product idea came from the using of a tree stump with open gaps in the
workshop. The masters told the student he can experiment on this stump to hammer
plates. The student states that he thought the stump was used by beginners for ironing the
table. This experiment turned a flat aluminum plate into a 3-dimensional material block.
As aresult, the student started to experiment in different areas of the city and the han area.
Finally, the walls in the han were used as a “template”, brass and aluminum plates were

placed on the walls and hammered with a rubber mallet as seen above, until the plates

took shape of the walls.

Figure 4.61. Production processes of the design
(Photography and Credit: Ali Riza Atakan Giir)

1- Determining location 2- Placing the material 3- Hammered product.

The other product produced from the workshop was similar. After observing many
production techniques and tools, with the guidance from instructors, the production tools

“mastars” in the workshop were used for developing of the product. Appropriate mastars
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to be used as a body companion were searched. Finally, new mastars were created and

cut.

Figue 4.62. Images from the design process
(Photography and Credit. Gézde Cubukcu)

Figure 4.63. Production process of the final design: Cutting and hammering holes
(Credit: Gozde Cubukcu) (cont. on next page)
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" Figure 4.63. (cont.)

Table 4.7. Product analysis of the Halil&Ali Silver workshop and students
Product Photo Product Names and Key Points
Mastars of the workshop:
These mastars are used for producing silver
goods.

Han’s Brass:
Changing context
Using the walls of the han as a “mastar” (mold)

Ma’star:

Changing context

Using the workshop’s “mastar” for creating a new
product form.

In Vilyan Toparlak’s workshop, the owner encouraged the students to design and
produce a product on their own from day one. This helped them form their design

methodologies according to the products they designed.
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D

The product is controlled on its flat The sharp corners are sanded. The base of the product is leveled on The depth is adjusted on the anvil and
surface. the beating machine. the final state is given.

The bottom of the product is welded. The product is polished. The bottom is soldered to the The product thus becomes
product. final.

Figure 4.64. Production process of the first designed product
(Photography and Credits: Dila Arik).

The final product was designed after practicing the inlaying (repousse) technique.

The student’s production process is below.

1 o
1- I chose the material, cutting and twisting the edges 2- I drew the body of the spider

3- I put the bitumen* and putting weight on the sheet. 4- [ made sure that sheet had
settled correctly, lifting the weight to process the product before it was too cold.

| warmed the plate to make it After | pinched the spider’s After processing the outline | waited for the plate to
easy to process. web, | worked on the details of the product to the sheet, | cool off. | started to clean
To give the form of the spider's of the eye and the claw. separated the sheet from the up to handle the details.
hull, hammer the plate in warm bitumen by heating the
condition. bitumen to process the

details.

4 Bitumen is a mixture used in the repousse technique. It is defined as “any of various mixtures of
hydrocarbons” in the dictionary. Bitumen. (n.d.). Retrieved July 17, 2017, from
https://www.merriam-webster.com/dictionary/bitumen
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| placed the product to the

In order to give 3 dimensions | processing the spider's eyes | separated the product from
to the spider, | worked the with a round-tipped inlay pen. the bitumen with a sharp- bituman to process the body
inlay on the edges. pointed inlay. details of the spider.

| used different inlay pens for

| prepared it to give tissue.
this.

—
A~
[

RE s |

| decided the length of your The thick brass rod is worn | weld the legs to the spider's By using heat ad oxidized
spider's legs. over the anvil to add texture. body. water, the product is oxytime.
Cut in thick steel according to

the appropriate measure,

Figure 4.65. Production process of the final developed product
(Photography and Credits: Dila Arik)

The sugar bowl below was designed in the beginning of the apprenticeship for
understanding how a product can be produced from start to finish. The design, developed
by the student in her first day is an example of how craft and product design can be used

together.
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First, the product was designed. Copper was  The mold was found, which is suitable for Three points of the product
chosen as material. The copper sheet was cut the design. And metal spinning was made were hollowed out with a
into a circle. with using the mold. hammer.

" EESA

4

The product was heated and the product The upper part of the Product feet was  To make copper conical, it was

was put into acid water. product was completed. designed. The shot with a hammer. Welding was
copper was cut. done to combine the two ends.

To remove the weld marks the feets were  All parts of feets were smoothed and
sanded. polished with sanding.

The feets were patterned with hammer. Feets were soldered to the top of the Product is complete.
product.

Figure 4.66. Production process of the first designed product
(Photography and Credits: Sezin Celebi)
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First, the product was designed. Brass selected as material. Different patterns were Six Different Pattern
Six sheets was cut as given by hitting with
designed. hammer.

Curled Sheet

The edges of the plates were curled with a
hammer.

i

-
To make the six sheets Conics were intertwined at the In order to place a stone in The sheet was welded The excesses were cut
conical, it was shot with curved edges. So that two pieces  the middle, the stone was behind the frame. and sanded.
a hammer. of three conics were formed. framed.
v
o ! l s
A stone was placed A piece was formed The stone was welded to one of A stick entering the gap was Product is complete.
in the middle of the behind the stone the two parts. welded to the other part. So that
frame. forming a void path. the two parts are connected to

each other by these parts.

Figure 4.67. Production process of the final designed product
(Photography and Credits: Sezin Celebi)
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Table 4.8. Product analysis of Vilyan Toparlak’s workshop and students

Product Photo Product Names and Key Points

Plate made with inlaying technique:
Handcrafted in the workshop

Insect:
Using a traditional technique with a new context

Conic sugar bowl:

Designed by the student in the first day of
apprenticeship to understand the production
technqiues of the workshop.

Conics:

Continued use of conic shape

Using the production technique as a function
Using a product’s form in a different context
Out-of-traditional shape

Look and feel like a second skin
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In Orgu Silver, similar production techniques and tools were used for producing
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Figure 4.68. Sketches of tools used in the workshop
(Credit: Ece Kokgak)

Table 4.9. Product analysis of students from Orgu Silver
- Dancing Chains:
Using movement as a function

Vertebra:

Using body’s movement in the product
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4.5 Analyzing the Data

In this part, workshops and projects are discussed according to subjects.

4.5.1 Analyzing the Workshops

Tools used for the workshops are given briefly in the workshop introductions part,
to understand how these workshops work today. Photos and sketches are used to show
the tools, products produced in these workshops, along with the plan of the workspace.
Examples are important for understanding how a workshop produces products. It is not
possible to archive and identify every tool used, as every workshop has different tools:
The craftsmen in the workshops stated that they sometimes produce their own tools. The
fact that they produce their own tools was important to them and they phrased this fact

various times.

| “ ? ., ».
Figure 4.69. Examples of tools used in the workshops
(Photography: Berilsu Tarcan)

Without doubt, the production processes are similar to each other in different
workshops as all of them deal with metals. Same production methods and similar products
were observed in different workshops, however from every workshop, different
production techniques and processes show students’ observations as well. In the end, even

though same production processes such as hammering, spinning, inlaying were observed
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in the workshops, students from each workshop chose specific methods that were used
for producing or joining materials.

With the given examples in the literature review, it can be said that products made
using silver and traditional production methods are becoming more popular in the world.
Moreover, designs that can be used in daily lives and that are in touch with the
contemporary visual trends are being developed. These products are made using materials
such as silver, brass, copper, and are mostly handmade. They are produced using
traditional methods but they also are in touch with the consumer trends of today.

Nonetheless, when products of silver, brass and copper that are produced in
Turkey are examined, it can be seen that the forms and visuals are in relation with the
products mentioned in the Arts and Crafts movement. For instance, in Figures such as
4.12, 4.49 the ornaments show similarities to the products of the Arts and Crafts
movement. This points that the ornaments and forms in products are imitated or
influenced from outer, and outdated sources.

The production process of one product was shown as an example for each
workshop’s production methods. The design processes for the project were also shown.
In this way, the production techniques and how they can be appropriated to designed
products in the next section are seen more clearly.

The production process of a product was shown as an example for the workshop’s
production methods. The design processes for the project were also shown. Projects are
presented according to the techniques used.

Some craftsmen stated that they draw and produce products on their own apart
from the orders they get. However, in general, they work by getting orders to produce

some items, thus they are in the position of hand crafting an item.

4.5.2 Analyzing the Process

Interview deciphering was made with students via color-coding. This interview
was made after the term ended to get more reliable results. Two of the students did not
show up to the interview. Opinions stated by instructors and students are as follows,

“In the process, at first I thought that producing a product from the start was going
to be difficult. But after I learned how they are produced, it was more difficult to design

the product than producing it.” (Lara Divris)
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“The masters were more assertive than I imagined. They were always saying they
can produce anything as long as we draw and bring to them.” (Ali Riza Atakan Giir)

“I was not expecting different designs to come up because we all worked with
workshops that produce similar items with same materials. I was in fact very impressed
when each student from the workshops came up with very different designs.” (Irem
Altunsu)

In this process, it can be said that the general opinion was that the production
techniques were learned along with design knowledge. However, the theoretical

knowledge could be developed more.

4.5.3 Analyzing the Product Qutcomes

Product Name MATERIALS Transformation

method
ALIMUNUM ALPACA BRASS COPPER PAPER

Fangea ® ® Transforming

Wabi materials

Hate Pross ® Transforming

M stor S ® context and forms

Adeptable Twirl —

SRR Trasforming forms
Single or Together —_— with material
Dancing Chain [ ) [ ) S—

Transforming movement
Vertebra [ ) with technique
Hanclampus

i L ® Transforming
Anomali ® technique
Conics Transforming form of a
traditional technique

Insect T
Hollow Transforming forms
Health Kit —

Trasforming material
Just Paper —| of the technique
BoWoice e

Transforming function

Figure 4.70. Analysis of the product outcomes

The project outcomes were analysed according to the materials and production
techniques used. Mostly, brass and copper were used as materials. The aim was to take
the craft knowledge in the workshops and use it in the product design process. As seen in
the outcome summary, the mostly used techniques were transforming forms and

materials. Each material 1s marked with a different coloured dot.
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The transformation of the traditional production techniques occured with the help
of the “fuzzy front end phase”: The phase before the “traditional design process begins”
(Tung, 2012), as explained before.*> Outcome of the projects show that the craft design
collaboration have created efficient results, as techniques that combined tradition with
new materials, forms, functions and context came up.

The most common method used was transforming the form by employing the
existing traditional techniques of the workshop: Techniques such as hammering,
spinning, welding were used. The transforming of workshop techniques and materials are

also seen in the products.

4.5.4. Analyzing the In-Depth Interviews with Craftsmen

The in-depth interviews are analyzed separately in this section, as they were made
not only about the workshops and apprenticeship, but in general about craft and its
implications for today and the future. Questions involved what they think about craft and
their work today, what will happen in the coming 5-10 years. The questions were formed
based on information from the literature review, also from the first meeting and the
unofficial meetings in the han.

The topics of the first meeting mentioned in section 4.4.2, that was color-coded
according to specific themes and mapped into a chart with keywords were used as sources
in the next meetings and in-depth interviews along with the literature review.

Halit Kandemir, Ali Aksu, Garo Kiirkg¢iigil, Yeprem So6giit and Garbis Gedikoglu
were participants of the in-depth interviews. Halit Kandemir was one of the other
interviewees as he was the first contacted person from Biiyiik Yeni Han, and helped a lot
both in the preparation process for the study and the apprenticeship process. Garo
Kiirkgtigil is from “Ming Silver”, he has been a craftsman for thirty-five years. He used
to produce jewellery, now he only produces silverware. Yeprem Sogiit is from Balyan El
Sanatlar1 workshop. He has been a craftsman for thirty-seven years. In the first twelve
years of the job, he was an apprentice. He was also in the jewellery business before.
Garbis Gedikoglu is the owner of the workshop “Rose Silver” and the head of Silverware
Handicrafts Association. He collaborated with the instructors of the project and helped

with finding and choosing suitable workshops. In the process, he showed interest in the

4 Please refer to Secton 4.1.2. for more detailed explaining of the Fuzzy Front End Phase.
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work and also helped with other arrangements for the project. Ali Aksu was another
interviewee after his participation in the gathering on 10" March 2017 and the exhibition
that took place at Bilgi University on 14™ April 2017. Although he was not a participant
workshop owner in the apprenticeship process, he showed interest in the project and his
opinions were taken with an in-depth interview to show an outsider perspective.

The previous workshop of Ali Aksu was one of the workshops that were a part of
the apprenticeship of students. The name of the workshop is Halil&Ali; Ali Aksu was one
of the founders of this workshop and was interviewed as the founder and a part of this
workshop. However, he said that he parted ways with this workshop and he has his own

workshop next door. He has been doing his job for forty-five years.

4.5.4.1. Apprenticeship in the Past and Today

Masters cannot find any apprentices today due to various reasons including the
compulsory education age, and handicrafts not being as popular as they used to be. Some
are very nostalgic about the past and the apprenticeship process. As daily life goes on like
it used to, they long for the old days; nonetheless, they accept that due to various reasons
such as mandatory education system and the decreasing interest in craft production,
apprenticeship cannot be like it was in old days. The craftsmen from the workshops were
suspicious about the “apprenticeship” system of the instructors, as it was for a very limited
time and they were not sure how much the students would learn. However, at the end of
the apprenticeship processes and studio, all of the craftsmen in the eight workshops were
surprised about how much students have learned in a short time. Garo Kiirkg¢iigil from
Ming Silver stated that the two students in their workshop have come to the level of a
“kalfa” (journeyman) in just two weeks. In the past years, normally it would take two
years for an apprentice to come to that level. In another workshop, Vilyan Toparlak has
stated that it would take three years to learn “inlaying”, a traditional production technique.
According to these comments, it can be said that in a relatively short time, specific
production techniques used by craftsmen can be learned by students to be used in
production.

“Unfortunately, work without apprentices comes to an end. Ten years ago, we

produced more products than today, and twenty years ago, it was more than the products
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we produced ten years ago. The number of products we produce keep going down.”
(Garbis Gedikoglu)

“We sometimes hear stories about other workshop owners giving irrelevant tasks
to the students like errands, it is not agreeable for today. In our time, an apprentice had to
be the task person and do as the master tells, however today it is not the same and it should
not be the same. The ages have changed and we cannot treat the students as our
apprentices before. Some craftsmen say that they were treated “harsh” as apprentices and
they will do the same to theirs, this is not a right attitude because we need to change the
traditions that are not right. Just because something is a tradition does not mean that it

should continue.” (Halit Kandemir)

4.5.4.2. Consumption of Silverware

In general, the craftsmen interviewed are very nostalgic and want to keep on
producing the goods from twenty years ago. The goods produced with the traditional
forms and production techniques are not seen as out-dated as they attract tourists. As to
the fact that young consumers do not want to buy products made in these workshops, it is
mostly seen as a cultural issue and not a matter of form or function.

“In the past, there were specific models of silverware, there were motifs with
roses, now there is more variety. Young people do not buy silver products anymore,
because they have no use for it. If you do not have it in your culture and did not use or
see any silver, you will not buy it. There is nothing that can be done for this issue. Also,
as the silver products are so expensive, young people turn to the silver-plated products
that are not actually silver, but cheaper. A person who understands silversmithing or does
the job never buys a silver-plated product. Silver has always been the metal of the noble.
When someone who does not know the culture buys it, they just put the product in the
display and never use it. Then, the silver product gets darker because it is not taken care
of.” (Yeprem Sogiit)

“There used to be a community that bought silver in Turkey, now the new
generation does not want to buy it. The people do not host dinner invitations as they used
to, so the table culture is disappearing and many things are chained to this. Even my wife

does not use silver at home, because she says it is not worth the effort.” (Ali Aksu)
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“My master made a candlestick around forty-five years ago, and today the owner
of it brings it back for repairing. He will use it again after it is repaired, the same thing is
not possible for mass produced products.” (Garbis Gedikoglu)

Also, it was stated that even the craftsmen do not have many silver products at
home. While the main reason they state is that they do not have the culture; it was clear
that they do not have silver products because they have no use for them either.

“A family who does not use silver is not a cultured family for me. We do not use
it as a family, because we also are not cultured enough. There is a tray of two sachets at
our house. But I do not get 1-2 silver every week like the rich.” (Garbis Gedikoglu)

“Today, mostly Jewish people and Russians buy silverware and use it. Also, some
old families in Turkey buy and use the silver products, they do not just put it on display.
In Ottoman times, these products were a part of daily life. I read that silversmithing
tradition is very old, older than Ottoman Empire. After Fatih Sultan Mehmet conquered
Istanbul, the silversmiths from Van and other cities moved to Istanbul. Now this job is
only seen in the Grand Bazaar.” (Yeprem Sogiit)

The function of silver being antibacterial was brought up various times.

“Silver brings the eczema of the Aegean to silver socks and so on. If the blood
circulation is bad, you should wear silver socks. When they had new born children in a
family in Istanbul, they would eat with the silver spoons because silver is antibacterial.”

(Garbis Gedikoglu)

4.5.4.3. Value of Silverware

Value of the products produced in the workshops come from both the material
and the craftsmanship. The materials, especially silver and gold are expensive, and also
used as an investment. It is stated that silver has lost its value as a material; meaning the
prices of the material has decreased in the recent years. Ali Aksu points out that buying
a silverware product is actually more profitable than buying jewels.

“Let us say you get a silver jug of one kilogram; you can get it in an unprocessed
state for 2000 liras. The craftsmanship for one kilogram is 500-600 liras. Even if you
reduce the workmanship/craftsmanship on it, the price does not go down because the
material itself is very expensive. The craftsmanship in silver is not different from gold.

When you buy a small gold bracelet for one thousand liras you pay for the craftsmanship
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of 100-200 liras. But when you buy a big silver tray, the craftsmanship for it is 200-300
liras. Looking from this point, buying a silver tray is more profitable.” (Ali Aksu)

It is also said that the firms do not by silver products anymore, because the taxes
are high. It is emphasised that this law change happened in the 1980s: “A firm can buy a
silver gift, however they can only get tax reduction for the craftsmanship, not the
material”. A solution for this can be to increase the craftsmanship quality in the products
and to reduce the material used in the product.

It is said that by some that silverware is not a luxury anymore, due to the fact that
it lost its popularity. However, in other countries, as there is interest, more luxurious
products are brought up.

“Silver is not a luxury anymore, there is silver recycling. If someone brings a
silver good back to me, I'll take it back, because even the used silver is worth a thousand
liras. Brass and copper are not like that. The brass you throw at the garbage weighs 30
liras and the silver weighs 2000 liras.” (Garbis Gedikoglu)

“Silvercraft is more luxurious today, as the purchasing power has gone down. In
the past, in wedding ceremonies, both sides brought silver trays to each other, now they
prefer glass because of the prices. We are also losing the culture of silver with it.” (Garo

Kiirkgtigil)

4.5.4.4. State of the Profession Today and in the Future

All of the craftsmen were pessimistic about the future of silversmithing, stating
that the craft is not as popular as it used to be, and it will not exist in the future. All of
them associated this with the fact that there are no apprentices today as there is not enough
work in the workshops. But as they were producing goods for abroad for a long time, the
general statement is that they will keep on getting orders from other countries and make
their living this way. Also, it was observed that craftsmen see the profession more
valuable abroad than in Turkey. It is noticeable that although it is stated that the profession
is dying because there are no apprentices and the orders are decreasing by number, most
of the craftsmen talked were able to keep on producing and were not pessimistic about
their jobs at all, because there are orders from abroad. In the first gathering, a craftsmen

mentioned that his clients from abroad are very fond of him and depend on him, because
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they can not have the orders produced in their country, and he is the person that can
produce their orders in the best way (with most quality).

“In the 90s there were around seven thousand silversmiths in this area, now it is
around 300-500 at most.” (Ali Aksu)

“In 2013, the Finance Minister took out a silver law. You give 500-600 liras of
shirt instead of silver, but you cannot give silver because it is forbidden to give. Now the
money has been changed because of the government, for example the old riches are
selling their grandchildren or something like silver. During these 12 months, I could only
close 8 invoices.” (Garbis Gedikoglu)

“When the labour costs drop, the sales drop as well. Silver is not in this position
because of its price; its position is related to the habit of using silver. 15 years ago silver
was more expensive than today.” (Ali Aksu)

The job is getting more difficult, dealing with customers is one of the hard aspects
of the business.” (Halit Kandemir)

“I do not define myself as “professional”. When you look at abroad, the
craftsmanship is flawless, it is not like here. Even when a bathroom is made, it lasts to
twenty years; while here in Turkey, it maybe lasts two or three years. In abroad, there is
silver production in Italy, France and Germany, but they are more expensive and the
craftsmanship is better. You cannot find any errors in the products they produce. Azteks

in Mexico were also producing silver.” (Yeprem Sogiit)

4.5.4.5. Transferring Tacit Knowledge

Most craftsmen were keen on sharing their knowledge with students and
instructors, however they have a general opinion that when knowledge is shared about
the specifics of a craft, it becomes less valuable. They made a connection between their
apprenticeship processes in the past and secret knowledge: Their masters would not share
all the secrets to producing a product, which made them more curious about it and they
had to find out the specifics on their own. It was said that if they were taught everything
from the beginning, they would not be as ambitious as they were. Afterwards another
discussion started that today anyone can type what they want to know on the internet and

learn different production techniques from videos.
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“Having done this job for years does not mean to be knowledgeable in the subject
(talking about designers working with craftsmen). Also, not everyone who knows how to
work with metal is a “craftsman” or “artisan”. One has to improve himself (talking about

workshop owners in the area).” (Halit Kandemir)

4.5.4.6. Education

The ideas about education revolved around silversmithing being applied to
schools of art and crafts. Examples were given from abroad, where in many schools the
crafts are being taught by craftsmen.

“In the education field, there are many examples of craft being taught at school.
In Germany, we visited a jewellery school three-four years ago, and they had a
silversmithing workshop inside the school. Craftsmen taught in these workshops and
other theoretical classes were taught by academics. This system should be applied to
Turkey as well.” (Halit Kandemir)

“I am glad students are coming to the workshops because I also love to teach. |
wanted to be a doctor or painter when I was little but I could not go to school. Nowadays
children are lucky they can get education. I still read a lot of things and improve myself.
I think that the students who come here have a better perception than us because they are
more educated. The works by students are successful and I think the drawings are good,
they apply themselves to the work they are doing.” (Yeprem Sogiit)

“I like that the students are coming here for their projects. For 40-50 years, we
have been in the same place, we do the same work and we are always affected by the
same brains. You come from a completely different world, completely different brains

are automatically coming up with different things.” (Ali Aksu)

4.5.4.7. Production Techniques and New Technologies

Producing a product with old techniques is important. The jewellery mastership
is often criticized as it also involves digital technologies. It was stated that
“silversmithing” is in a higher value than jewellery making because in silversmithing,

digital technologies are not available and unlike jewel making, the traditional techniques
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still have to be used. It was said that this is because the product sizes are relatively bigger
and are not suitable for machinery.
“I do not see jewellery as a craft, nor did I hear any jewellers claiming it is a cratft.

It is “el emegi gdz nuru”*®

, and cannot be in the same category as silversmithing.
Silversmithing is very extraordinary from jewellery business, it is “heavier”. Jewellery
can be made even at houses.” (Ali Aksu)

“I was producing jewellery before machines came. When [ was an apprentice, we
had to produce everything by hand. Now they produce the same jewellery sets with
machines. We have a job that requires heavy power. There is no machine use in
silversmithing, that is why it can not be taught without apprentices. Now that the schools
take longer to finish, there are no apprentices so the silversmithing is dying. Even if
schools for silversmithing are opened, it does not stop the craft from disappearing.”
(Yeprem Sogiit)

“In jewellery business, making “by hand” and craftsmanship are not that
important because you produce the same thing with machines. Jewellery business
advanced with the machine production, now only few workshops produce hand-made
jewellery upon special request; otherwise machine production is preferred.” (Garo
Kiirkgtigil)

Also, when producing an item, many craftsmen stated that they go to different
production places to finish a product.

“When I am supposed to produce a product, even if I am capable, I do not produce
the whole product in my workshop. Instead I go to other workshops and give it to other
craftsmen for hammering or inlaying. I do this both to improve the inner economy, and
to save time: If I produce every part in my workshop, I can produce one vase in a week;
instead I prefer to produce other products. However, if I have a special order that is very
specific, I prefer to produce it myself, because explaining the job to other craftsmen for

production will take more time.” (Halit Kandemir)

4 An expression that translates literally as “hand labor, eye glory”. However, in dictionaries its
translation comes up as “handicrafts”.

144



4.5.4.8. Publications and Promoting the Craft

There are many websites and publications about craft in Istanbul. “Crafted in
Istanbul”*’, Made in Sishane*, istanbul’un Ustalar1*® and Istanbul Zanaatkarlari>® are
among the examples that were mentioned. Other related projects mentioned were a
publication by Istanbul Modern, titled “The Crafts Once Again: A Review of the
Relationship Between Design and Istanbul's Craft”, and an exhibition, Jewel and Craft:
Traces of Grand Bazaar Masters. When told about these websites and projects on craft,
they all found it as positive attempts. However, it was stated that they do not follow these
sites or projects on their own time, and do not take part in them actively. For instance, the
internet is used as an online source to promote workshops in Istanbul. Crafted in Istanbul
is one of the examples for online sources that has a database of craftsmen so that designers
and collaborators can look them up: The workshop owners do not take active part in them,
and they have never heard about it, although the site can be used for tracking the
workshops in the area. Even though they find it as positive attempts, they do not take part
in them because they prefer that people come by their workshop if they want to work
together.

“Advertising and promotion are both important for silver production. You need to
advertise it on the TV as well. There are so many features that the anti-bacterial
characteristic of a silver that needs to be known.” (Garbis Gedikoglu)

“I have not heard or used these websites, but there is no such thing as bad

publication.” (Yeprem Sogiit)

4.5.4.9. Collaboration with Designers

All the craftsmen stated that they sometimes produced products for designers,
however most of the time these collaborations do not last. Also, sometimes designers
would want a product produced but do not give the payment, or demand designs that

cannot be hand-crafted as they do not know the production.

47 www.craftedinistanbul.com, A website that aims to create a map system that makes craftsmen
visible, by making it possible for designers and craftsmen to work together. There are also
documented videos in the website.

8 http://madeinsishane.blogspot.com.tr

4 http://istanbulunustalari.com

50 http://istanbulzanaatkarlari.com
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“Sometimes we work with designers, they come to the workshop and we produce
their designs. However they can not meet their expectations for selling the product, so
they mostly do not come by again.” (Garo Kiirkg¢iigil)

“Sometimes, designers come to our workshops and get opinions from us or have
their drawings produced. But some of them try to get something different, they ask for
ideas and production but do not want to pay for it before it is produced.” (Ali Aksu)

“The designers come by to the workshop and say, “I want to produce this
product”. If nothing happens, meaning if they cannot sell it, they do not come by again.
Nevertheless, if they sell the items, they come back and we produce more products.”
(Garbis Gedikoglu)

“One woman came to our workshop in the past. She was directed to me through a
friend of mine. I cut the pieces she asked for, and I cut them with hand, not in the laser
machine. Then I made some other things like from bamboo, but after that she never came

by the workshop again.” (Garo Kiirkgtigil)

146



CHAPTER 5

CONCLUSION

In light of the literature review and the field research, it is found out that craft
production still exists and designs are produced in small scale workshops. Also, craft-
design collaborations have started to be more popular in the recent years. These
collaborations result in products that are appropriate for today’s product usage.

One problem with craftsmen is that those who produce their own designs do not
consider their products’ forms or ornaments old or outdated. Mostly, they address the lack
of sales as a cultural problem; they do not accept that if the product was made in a different
form, it could draw young consumers’ attention more. Also, they do not find young
people’s opinions relevant, because they also view these opinions as a matter of cultural
change. They see the silver products not selling or drawing attention as a problem of
promotion and advertisement, and culture. However, after the collaboration, many of
them stated they were happy with the results and would like to continue to produce in the
same way.

It appears that the main issue with “craft” in general and “silversmithing” in
particular is cultural. To promote handcrafted objects may appear as a quick solution for
selling craft, however for craft to be used, it is not sufficient. Firstly, the cultural issue is
about both the producer and the consumer. The craftsmen associate it with socio-cultural
changes: the culture has changed and nobody uses silver products at home anymore, and
also life conditions (women working, not staying at home) and government policies (the
tax for silverware being too high, the fact that companies cannot buy silverware as
presents...etc) have changed. The statement made by craftsmen that the taxes are so high
can be solved easily: “A firm can buy a silver gift, however they can only get tax reduction
for the craftsmanship, not the material”. The craftsmanship quality in the products can be
emphasised more, and the material costs can be reduced.

In the beginning of the research, main idea was that traditional techniques can be
transformed into new production techniques to keep crafts in touch with today’s culture.
The outcome of the study shows that there are many ways to transform traditional
techniques and craft. For instance, changing the material with different trials, changing

the traditional technique (by trying different materials with the traditional technique) are
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used as new trial techniques in this case. The usage of traditional techniques in a product
is crucial at this point, designing a product based on the traditional techniques brings new
opportunities in daily usage. While the techniques in jewellery was applied to machine
production in the last years, it appears to be less the case when it comes to the
appropriation of modern production techniques in making silverware products. This
situation has actually made the craftsmen that deal with silverware products more critical
about the jewellery masters: Some claim that their craft cannot be appropriated to machine
production, therefore it is more valuable, while in jewellery making; the machine
production took place of the hand production methods.

When looked at the transformation of the production and the products themselves,
it is apparent that the “fuzzy front end phase” was crucial in the process. The
transformation of the traditional production techniques occurred through this phase.

As said, many sources were used as guides in the literature review and field study.
What makes this study differerent from the other research is that it suggests a
transformation of traditional production techniques used in craft workshops: The thesis is
written from the industrial design perspective, which is lacking in the current literature.
There are many theses that focus on silversmithing from handicrafts department, however
this thesis focused more on the connection points between craft and design, as the
handicrafts point of view is the subject of other research and has many examples.

While the “traditional” production techniques and their transformations were one
aspect of the study, in general, craft tradition in today’s culture was questioned. As
mentioned in the literature review, although seen and written as traditional, the concepts
of craft and craftsmanship are parts of modern culture. The modern culture we live in is
changing, as do the products.

In the outcome, I expected to find out that craft production still exists and designs
are produced in small scale workshops. Also, craft-design collaborations have started to
be more popular in the recent years. These collaborations result in products that are
appropriate for today’s product usage.

The fact that the number of research on craft and design has increased in the last
years indicates that the interest in this connection has been drawing attention. Most of the
craftsmen and designers say that this connection is possible if there are funds from
government or elsewhere for the continuation of craft, and this is possible with the

advancement ofcraft education. The study can be one of the examples that show a
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possibility of a cooperation between academy and workshops; and the design and craft
terms.

In the beginning of the study, it was acknowledged that there is a problem in
combining craft knowledge with professional design field. The study, being conducted
within the universe of academy, aimed to find a different solution to this problem.
Craftsmen and designers have a more professional and economical relationship with each
other, however craftsmen and students have a different relationship that is based on
communication and learning the craft skills. With time, craftsmen have also become more
open-minded about the designed products; and this can improve the relationship between
them when these students become professional designers. As the study was conducted
between academy and craft workshops, it was not possible to see the end results in
consumers or from professional design point of view. In further studies, it could be
beneficial to research the marketing aspect, how these handcrafted products can be
released to the market. The educational perspective can be another way to be investigated
further.

Due to the time limit, it was not possible to further the research to other locations.
Research was kept limited to silversmithing workshops in the Grand Bazaar area. For
future studies, the cultural elements in craft and design could be discussed further by
comparing different geographies; for instance, other cities in Turkey, or other countries
can be taken into consideration. Silversmithing in this study was discussed as a craft that
is practiced today and that uses traditional production techniques. Turkey and the world
consists of many craft practices that are not being used anymore. Other examples for craft
production can be analysed through design perspective.

Nowadays, since the movements such as DIY, the term “craftspeople” is being
used, however, throughout history, the term “craftsmen” has been used to generalise the
people who produce products. As seen in the history and the literature, most crafts that
deal with materials such as metals and wood, in this case; silversmithing is often attributed
to male gender; while some crafts that deal with materials such as textiles are identified
with females. Despite the fact that there are many women silversmiths in the world as
shown in silversmithing section, all the “craftsmen” in the Biiylik Yeni Han and other
hans around Grand Bazaar are men. The term ‘“craftsmen” is used deliberately to
emphasise this fact. That is to say, the gender aspect of the craft in the contemporary

Turkish design culture could be a fruitful research area for further studies.
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Silversmithing and jewellery mastership were being practiced by various
minorities, especially by Armenians since the Ottomans. As the minorities could not work
in the government, they were trained as apprentices. This led to Armenians being
associated with silversmithing. However, today, the silversmiths are from Turkish and
other ethnicities. Different craftsmen have different beliefs; and emphasise that they are
Muslim, Christian or Jewish in the conversations. Due to time limitations, this was
another aspect that was ignored by this research. Therefore, the ethnicity and religious

identity of the craftsmen can also be researched and discussed further in future studies.
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APPENDIX A

TRANSCPIRT AND DECIPHERING OF THE FILM
VIEWING AND MEETING WITH CRAFTSMEN

Date: 10.03.2017, Location: Biiyiik Yeni Han
Deciphering:
Gizli bilgi (hidden knowledge)
Ciraklik/ustalik siiregleri (apprenticeship processes)
Teknoloji/zanaat (craft and technology)
Uretim yontemleri (production techniques)

Egitim amaci (the purpose of education)

A: Ali Aksu (Master)

Asli: Ash Kiyak Ingin (Instructor)
Aysenaz: Aysenaz Toker (Instructor)
G: Garbis Gedikoglu (Murat Usta)
H: Halit Kandemir (Master)

Y: Yeprem Sogiit (Master)

Ali Usta (Ali Aksu): Hala daha o gelenekten geldigimiz igin geri kalan1 alacagiz,
sen buna kag para verceksin dedigi zaman diyoruz ki bana yaramaz yani cevab1 yoktur,
sen ne is yapacaksin? ... Basitten gelir yani sen yaptikca alacaksin biseyler ama bi de su
vardir bakis acisi, kazanmayi diisiindiiglin paradan ziyade bizim ona bakis a¢imiz haa bu
para i¢in geliyor. Calisiyor, sanat icin degil bizde derlerdi ki iste ne istiyosun sen ustana
bir sorsana yani yapsin birsey ne uygun goriirse fiyat budur yani iste usta ka¢ para
verceksin

Murat Usta (Garbis Gedikoglu): Onlarin dyle glimiiscii yani ilk zamanlar giimiis
yaparken sorun yapiyordu arkadaslar1 aradim ben onlara anlattim ama bir siire sonra
alman giimiisii denilen sey basladi alman glimiisii de sar1 lizerine glimiis kaplama o isi
yapmaya basladik oda aksama kadar zimpara. O zamanda simdi maskeler falan yok

agzimiz agik ¢alisiyoruz. Bir giin bir midem buland1 bir istifra ettim sapsar1 toz o giin -
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duyulmuyor- agabey gordii beni "oglum" dedi "ne yapiyorsun? Kendi kendini
zehirliyoruz bu nedir?" Geldi bizi ald1 ustamizin yanina gotiirdii o da bizim ikinci ustamiz
oldu. "Senin yanina gelsin" dedi "iyi gelsin o zaman" dedi o da. Ben yukardayken ustaya
sOyledim "ayrilacagim bu hafta" diye "ne oldu?" dedi niye dedi "saglifimdan dolay1"
dedim oglum dedi "haftaligindansa zam yapayim" dedi "yok" dedim "haftaligim énemli
degil". Orda aldigim haftalik o zaman on bes bin liraydi ustanin yanina girdim diger
ustanin aldigim haftalik dort bin lira. Dort bin lira aldim on bes bin lira nere dort
bin lira nere dortte biri bile egil. Ama sesimizi ¢ikartmadik, katladi, elimizin i¢ine
verdi, "bereket versin" dedik, aldik, koyduk cebimize disar1 c¢iktik tabii bi
bakacaksin ne aldim diye. A¢tim baktim dort bin lira hi¢ bisey demedik ama. Hi¢
bisey demedik ama ne diceksin

A: Yok usta soyleyemezsin

-Artik dyle nesil ve kiiltiir kalmadi tabii ¢cok zor yani

-Tabii pirim kalmadi

-Tabii.

Asl1 (Ashi Kiyak Ingin): Nerde o eski seyler demek i¢in demek istemiyorum ama
biz gecen sene Ustaisi-Beyoglu diye bir proje yaptik yeni ciraklar yetistirelim diye
Beyoglu’nda Galata’da. Sekiz tane ¢irak bulduk bi sekilde zar zor, bi kismi1 da atdlyelerin
kendi ¢ocuklar1 .Ama sey yani anladik ki bu kiiltiir usta ¢irak iste bi yerlere itmek bir isi
o0grenmek falan bitmis. Bes-on yil 6nce belki daha giicliiydii bu ama artik simdi kimse
gondermek istemiyor kimse zahmete katlanmak istemiyor daha ucuz seylerle daha
siradan iglerde giivenlik gorevlisi kiiglimsemek istemiyorum ama daha giivenli isleri
tercih ediyor mesela.

Ali: Ben hak da veriyorum aslinda yeni ¢ocuklara bir ise bagladiklarinda o isin
devamlilig1 var. Eskiden bir ise basladiginda o iste altin bilezik derlerdi, bir ise
basladiginda onu zamani gelince kullanacaksin simdi bir kere o deyim ortadan kalkti. Bir
digeri egitim iste liseye kadar okumak zorunda liseden sonra on sekiz yasina geliyor on
sekiz yasindan sonra da insan bi kere s0yle bir bakar, siipiir bakayim buray1 dedigimde
ben niye burayi siiplireyim diye bakar. Bir de su var hi¢ bir sey bilmeyen bir delikanliyla
siz ne verebilirsiniz ki o da onun karsiligin1 almiyor, biraz sabat etse belki uzun vadede
bir seyler kazanacak ama bu dedigimiz gibi -duyulmuyor- giivenlik gorevlisi olcak ama
aradan 20 y1l gegse bile..

Asli: Aslinda bakis acis1 da ilging sey. Yani biz lise 6grencileriyle de atolyeler

yaptim artik bdyle seyler bilinmiyor. Yani bizim 6grencilerimiz yine bir sekilde bu
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konulara daha yakinlar ama lisede falan iiretim nedir kasik nerden cikiyor. Bu
defter nerden geliyor bunun sonucta bir iiretim siireci var satistan ziyade arka
planim bilmemek gibi bir sey var ashinda ¢ok onemli bir bilgi. Eskiden belki
herkezin annesi bir seyler yapiyordu ediyordu yani hadi herkes terliyor en azindan
bir isin nasil yapildigim1 nasil ortaya ciktigim biliyordu. Bu bilgiyi unuttu yani bu
iiriin oldugu gibi gelmiyor aslinda bunun bir arka seyi var yani ustalarin da dedigi gibi
ondan keyif almis aslinda uzun siire gormek keyif aldin m1 zaten gerisi geliyor.

Ali: Bundan birkag sene dnce Azerbaycan’a egitim amagh olarak gittim 8 ay orda
egitim verdim. Ozel sektdre yonelik. Darphanede bir yer ayirmislar egitmen olarak gittim
orda sekiz ay egitim verdim. Yanimiza yaklasik on {i¢-on bes kisi verdiler. Sekiz ay orada
kaldik sekiz ay boyunca ¢ocuklara hi¢ para vermediler ve ¢ocuklar sikayet¢i bende ¢iktim
miidiire dedim "gocuklara neden para vermiyorsun" dert yaniyorlar ¢iinkii "para
alamiyoruz" diye. Ben de ¢iktim dedim ki "neden para vermiyorsunuz?" ,"Efendim bir
tiniversitede okudugunuz zaman o okul size para vermez ki siz orada is 6greniyorsunuz
nasil i para bilmeden para m1 alacaklar " siz bu ¢ocuklar1 burada ¢alistirtyorsunuz hig
para vermiyorsunuz aslinda para almamiz lazim .Bir de ¢ocuklara sdzlesme imzalatmislar
bu sekiz aydan sonra bes y1l orada ¢alisacaklar, para alacaklar ama ayrilmicaklar ¢ilinkii
biz size bu egitimi verdik bu isi 6gretiyoruz dolayisiyla sen bu isi 6grendikten sonra
ayrilmayacaksin bunun karsiligini vereceksin ben bakiyorum bizim burada yine iyi yani.
Para veriyoruz yani orda boyle bi durum s6z konusu.

Ali: Aslinda hem isi 6greniyor hem isi yapiyor hem de hayat1 6greniyor burada
degildi ama bagka bir filmde sdylemisti ustalar "hayata dair bir sey 6greniyorlar”. Biz iste
dort-bes yildir yapiyoruz Bilgi Universitesi olarak bu olay1. Eee bu stiidyoyu ¢ocuklar
sadece malzeme nedir, teknikler nedir onu 6grenmiyolar ayn1 zaman da farkli bir ortada
olmak, o mahallede bulunmak iste o ustayla bir siirii seye tanik oluyorlar 6greniyorlar.

G: Fabrikaya gonderiyorsun on iki-on {i¢ yasinda yani ben on iki yasimda hatta
on iki bile degil ilkokulu bitirdim, ise basladim on bir-on iki yasinda. Ise basladim. Beni
bankaya gonderiyor, para yatiriyorum, ,postaneye gidiyorum, posta gonderiyorum
efendim, gidiyorum vergi dairesinde vergi yatirtyorum. Yani on iki-on ii¢, on bes yasinda
sorulmaz. Herseyi yapiyorsun. Simdi on sekiz-yirmi yasinda delikanlinin yapamadigini
biz o yasta yapiyorduk, hayati daha iyi kavriyosun daha hizli anliyorsun.

-Yani biz yapmak zorundaydik.

Ali: Mecbur yaparsin. Ben size birsey soyleyeyim fikra gibi ama fikra degil.

Memleketten geldim daha dogru diizgiin Tiirk¢e konusamiyoruz ustam bana dedi ki -
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afedersin aksam 5 oldu mu votka iger-.Bana dedi ki git dedi bi tane sise verdi git dedi "-
duyulmuyor- amcaya git portakal suyu doldur getir". Ben paray1 aldim gidiyorum simdi
portakal suyu mu dedi limon suyu mu dedi bilmiyorum. Portakal suyu ne bilmiyorum ki
portakalin suyu olmaz ki limonun suyu olur bir kafada degerlendirme yapiyorum. Yani
bizim kdyde elimize portakal gegmezdi ki bulacaksin birde suyunu i¢eceksin. Hatta hig
unutmuyorum babam birglin portakal getirmisti biz yedik, kabuklarin1 disar1 attik, baktik
cocuklar disarda kabuklarini yiyor.Yani boyle bir yokluk. Efendim dedim bu limonun
suyu portakalin suyu olmaz gittim bir tane Mehmet agabey vardi dedim sunu doldur bakti
bana dedi "Limon mu, portakal mi?" dedim "limon". Doldurdu siseyi aldim getirdim,
bizim usta aldi bakt1 "Ne lan bu?" dedi "limon" ,"hani len portakal dedi -duyulmuyor-
dedim ben yanlis anlamigim. "Portakal nerde limon nerde hani ben portakal dedim de sen
limon anladin nesi benziyor birbirine?".Her seyi 6greniyorduk yani carsida.

-Bugiin ikinci giin olunca tabii. Diinde yarim giindii bence siz ona bi yarim giin
ekleyin.

-Amacimiz ne?

Asli: Amacimiz usta olmak degil. Ama sonucta endiistri iiriinleri tasarim
boliimii 6grencileri ama bizim isimiz bu biz tasarhiyoruz ki o nasil yapilir nolur
bilmemiz gerekiyor bir de sonucta hem fabrika falan yok ben pek cok yabanci
tasarimciyla ¢alistyorum bunun icin geliyorlar Istanbul da bir sergi yapiyorlar
millet geziyor Istanbuldan falan diye bakiyorlar. Hepsi alman cikiyor burdaki
atolyelerle cahsiyorlar. Onlarda boyle bir imkan yok bir sekilde iiretmek igin
bilgisayardan internetten siparis verecekte Alman tasarimci iste 6 ay sonra gelecek ve onu
degistiremiyor burda o kadar biiyiik bir imkan ki bu onu agiklamaya calisiyoruz aslinda
Ogrencilere yaraticilik boyle alanlardan ¢ikiyor biraz. Eger yani onlarda farkli bir bakma
seyl olacak hem yapicaklar hem iireticekler hem diisiinecekler hem tasarlicaklar yani
biraz erken tanigsinlar istedik. Okul bittikten sonra belki haspelkader boyle bir
rastlanti eseri tanismasin bastan tamissinlar ve bilsinler olasiliklarini ilerde de belki
devam etcekler yani.

A: Benim basta karismistim kendi kafamda ama iyi anlattiniz.

Asli: Yani niyet o sonucta bu da tasarimin bir parcasi ve ashinda gercekten
bir sey iiretmek sadece modelleyerek bilgisayarda olmuyor yani burda birebir
malzemeyi tanicak, sizlerin acayip deneyiminiz var sonucta ondan faydalanmasi
lazim hem hayata dair hem malzemeye dair eee ve iiretime dair. o biz ne katabiliriz

bizim amacimiz hem anlamak hem bunu ortaya koymak hem de biz bu siirecte nasil

163



yaratic1 katki saglayabiliriz biz bu siirecte neler tasarlayailiriz nasil katki
saglayabiliriz onlar1 goriicez. Burda bir jiirisi yapariz yani sizleri de ya okula davet
ederiz yada burda yapariz. Yani bu projenin burda yapilmasiniz sebebi bu sizlerde
onun bir parcasisiniz sergilicez onu ve boyle agik bir juri olacak gelirseniz gelme
izleme firsatimiz olur.

A: Simdi birde kisith zamanimizda bagka birseyden bahsedicem; diikkana gelen
hemen tezgaha oturamazdi belli bir siire ¢ay sdylicek belli bir siire saga sola gidecek ayak
islerini yapacak diikkandan bir tane tezgahtan yer bosalirsa ancak o zaman isi
Ogrenebiliyordu yoksa diikkandan bir kalfa ¢ikmadi birileri ditkkkan agmadi alrilmadi
tezgah bosalmadi o bekler ayakta hirslancak birsey yapacak ki oraya oturabilsin.

-0 tezgahi kolay alirsan kolay elde etmis olur ama biraz fazla beklerse o onun igin
daha degerli olur o ise daha hirslanacak

G: Babam su tesisatcistydi. Dedem babami ¢arsida kuyumcunun yanina koymus
cirak olarak kendisi de gars1 civarinda burda arada bir ustaya ugruyo babam tezgahin
basinda kapinin yaninda dikiliyor ama tezgahta calisan kalfalarda var demis ustasina ne
zaman benim oglum tezgaha oturacak ayni benim dedigim gibi bunlardan bir tanesi
cikarsa diikkan agarsa anca o zaman oturcak demis. Bakmis sdyle bir tezgaha ¢alisanlarin
hepsi 17-18 yasinda hi¢ diikkan acgak yasta degil giyin oglum demis almig gotiirmiis
babamu tesisat¢i tanidiklarin yanina vermis orda o isi 6grenmis

Garbis: Ben ustamdan ben hi¢ tokat yemedim ama bayagi bir azar igitiyordum.
Dedim babama ben burdan ¢ikicam bana ¢ok bagiriyor dedi ben bagirmiyor muyum
dedim sen benim babamsin o da senin ustan . Cok 1srar ettim aslinda hi¢ burakmadi engel
oldu orda calisacaksin dedi. Birileri kalkt1 120 lira haftalik aliyordum Ramiz bana 400
lira teklif etti ben gidicem babam birakmadi . Dedi oglum niye sana o parayi veriyor
demek ki o ustanin kalitesi dedi ¢cikmicaksin. Yani seyin de etkisi var ailenin de etkisi
var babam gel oglum deseydi bir baltaya sap olamazdim.

Ali: Bir de fazla diikkan dolasmamak lazim miimkiin oldugu kadar bir
diikkanda egitimini al kalfaligin1 tamamla ondan sonra ayril daha sey olursun ama
bir kac diikkan dolastin m1 herseyi bilir hi¢birsey bilmezsin.

Halit: Artik piyasanin ortamali olursun. Simdi kimin ihtiyact var bu orda sunu
yapmust1 burda bunu yapmisti is olarak acil bi gecici elemana ihtiya¢ vardir oo Ahmet
nerdesin nabiyorsun acil eleman ihtiyaci1 varsa biraz once senin anlattigin gibi ne

kadar 500 lira haftalik m1 aliyosun gel ben sana 700 veririm 2 ay sonra hadi is bitti
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giile giile ciinkii o tip elemanlar vardir bazilar: seyyar ustalar vardi o da sonunda
seyyar bir usta oldu.

-Asli: Aslinda yurtdisinda yani Avrupa’da 19-20. yy 1n sonlarinda falan aslinda
cirak calisiyor tabii kalfaliga gectigi zaman kalfalik biraz sey bir sey biraz gezmeye dayali
bir sey, kalfaliga gecince farkli atdlyeleri farkli sehirleri geziyorlar farkli ustalarin
yaninda ¢alisiyorlar. Gezen ustalar var boyle . Yapi ustalar1 6zellikle mimar1 ustalar.

-Halit ustanin anlattig1 dyle bisey degildi.

Halit: Kendini gelistirmek icin farkli calisan yani. Benim dedigim farkli
zanaatkarlar onlar igini gelistirmek adina geziyor. Bizde ¢ok yok herhaldi.

Halit: Ben birsey soyliyim sizler buraya gelmeden once boyle bir yerde staj
yapacaginizi Ogrendiniz geldiniz diin 1 yarin 2 hayal ettiginiz bir manzarayla mi
karsilastiniz?

Gozde: Ben hayal ettifimden daha iyi bir manzarayla karsilastim ben
geriliyordum.

Halit: Mutlaka bir seyler hayal etmissinizdir. Geldikten sonra fikirler degismistir
herhaldi.

Gokhan: Biitlin giin yatiyonuz.

Gozde: Yaa hayir yatmiyorum. (Giiliismeler)

Garbis: Sali giinii sey baslicakti 6grencilerin gelmesi baktim cumartesi giini
yemege ¢ikmistim telefon geldi usta gel misafirlerin var hayirdir 6grenciler gelmis.

Asli: Biraz hizli bagladi biz biraz 6nce verdik konuyu baslamadan Kapaligars: ve
cevresi lizerine bir proje verdik orda da gelenler tanigsanlar oldu daha girisimci bir ekip
diyelim. O ekibe her sene farkli karakterler oluyor bilmiyorum bence ¢ok biiyiik bir imkan
sadece sey degil bizde de bir atdlye var liniversitelerin mimarlik fakiillerinin aslinda kendi
atolyeleri de oluyor bizim atdlye daha yeni yeni kurulma asamasinda ama gercekten bir
ahsap metal atolyesi gibi boyle iste cam filan gibi ¢ok farkli imkanlar oluyor Hollanda’da
falan. Kendini dyle yani benim atdlyelerim ¢ok giizel ¢cok sey diye sunuyor okulu
anlatirken 6yle sunuyorlar ¢ilinkii onlarin kendi kentlerinde diyelim yada okulun disinda
bu kadar iiretecekleri bir alan yok ¢ok fazla tasarimcilar kendi atolyelerini kuruyor
sonugta bi liretim alan1 ihtiyact oluyor yada okul aslinda bir iiretim alan1 olarak okullar
tiniversiteler o atolyeleri kullanarak ¢ikariyorlar o islerini atdlyede olmadan da o is
cikmiyor aslinda onlarda atdlyelerle iciceler bizim ki gelismek iizere ama ben bu tiir
atOlyelere yani sizlere ¢ok tesekkiir ederim yani a¢tiniz kapinizi bizlere ¢ok degerli

oldugunu diislinliyorum bizim atdlyede simdi kurabilecegimiz diizen bir takim
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gelenekleri korumasinda 6tesinde sizde acayip bir deneyim var acayip bir bilgi var o kadar
kalib1 bir arada gérmesi malzemeyi gormesi o iligkileri gérmesi bambaska birsey

-yani isleyisi gormeleri okulda farkh bir disiplin var burada bir iiriin bastan
sona kadar olan yolcugu gorebiliyor degisik farkh atolyelerden gecmek iizere ama
sonugta bir iriiniin nasil geldigi goriiniiyor bizimde atolyelerimizde birsey bir
atolyeden a dan z ye ¢cikmiyor dokiimii baska bir atélyede yaptriyoruz cilayr baska
bir atolyede yani disarda dolayisiyla biz biitiiniin birer parcasiyiz bir ekibiz ashinda
hatta bazen ben soyle diyorum bizler i¢cin hep boyle kiiciik iiretim atolyeleri hayir
bizler kiiciik iiretim atolyeleri degiliz ashinda biitiin bu atolyeleri bir araya getirirsek
bizler biiyiik bir fabrikayiz ashinda.

Yeprem: Urartulardan hititlerden buraya gelen bir siirecin sonucuyuz

-Tabii bir gelenegin devamu.

A: Birsey ilave edeyim belki hi¢ diisiiniilmemis birsey kalkip bir tasarim
yaptyoruz iste sdyle bir meyve alip koydum bi samdan tasarim yapiyoruz ¢izimini yaptik
hazirlicaz ortaya ¢ikarticaz buna farkh bir 6rs lazim bu 6rs ama diinyann hic bir
yerinde yok ciinkii yaptigimiz iiriin yeni birsey oldugu icin ona uygun alette yok
ashinda kalkiyorsunuz kendi orsiiniizii kendiniz yapiyorsunuz yada c¢izimini
hazirhyorsunuz gidip yaptirtyyorsunuz sonra bakiyorsunuz ben bunu yaptim ama
bana iste S biciminde bir ceki¢ lazim oyle bir ¢ekic te yok cekicinizi e kendiniz
yapiyorsunuz. Yani korkung bir olay bizim ¢ok boyle alete kadar tasarliyorsunuz. Aletin
de tasarimini kendiniz yapip ortaya ¢ikarmaniz gerekiyor yani aslinda ¢ok biiylik genis
bir diinya aslinda sadece {iriinii degil ayn1 zamanda aleti de yapmaniz lazim.

Asli: Bu ¢cok 6nemli aslinda goriiyorsunuz aslinda ¢ekig¢ 6rs bunlar aslinda her bir
1§ i¢in O0zel olarak yapilmasi gereken seyler.

-Her isin ¢izimi ustaya aittir.

Asli: Onun bir farkli oluyor mu yani hep bu tartigilir makineden ¢ikan isle..

A: hayir bizim bu isin bir makinesi yok yani avrupada belki vardir ama. O
imkanlar yok.

Asli: Yani sizin iiretebileceginiz birsey makinede iiretilemez diyebilir miyiz?

Halit: Uretilir. Bilgisayar ortaminda cok giizel bir tablo yapabilirsiniz ama
ressamin yapmis oldugu tuvale yapmis oldugu kullandigi o renkler boyalar vesaire

hangisi daha makbuldiir.

166



A: El halisiyla makine halis1 yani bunlara bu sekilde degerlendirmek lazim
mutlaka yapilir ama elle yaptiginiz her zaman daha degerli olur.neden degerli olur
onda emek var.

Ashi: Emek iste goriinmiiyor onu da anlayan miisteriye ihtiyaciniz var.Yani
bi iiriinii gordiigii zaman kullanicin da o farkh anlayabilmesi lazim.

I: Eee bakiyor zaten bakiyor ¢ekicler vurulmus ¢ekicin darbeleri goziikiiyor
yani onu dove dove o pozisyona getirmis bakan bir hayranlik duyuyor, elle ¢cikmis
olan bir is

-tabii makine isi falan kesinlikle istemiyorlar hep elle.

Salih: Simdi kalem erzincan isi degimiz bir tarz var kalem atiyoruz erzincan
isi yiizyillardan beri yapilan birsey bundan 35-40 sene o6nce bunu makineye
vermisler. makineyle yarim demir bir alet yapmislar onunla yapiyolar simdi
Tiirkiye’de hi¢ yapan yokmus bana dediler ki ben iste sey yapiyorum ya israillilere
yapiyorum ya adam geliyor yalvariyor yakariyor sen insallah 1000 yasina kadar
yasarsin diyor bana ben seni tatile gondereyim bana orda yap ben diyorum bunu
Tiirkiye’de ¢ok yapiyolar neden ben iyi yapan yok yokmus yani. Ben sasiriyorum
Erzincan isi yani yiizyillardan beri yapiliyor makineye dokiiliince daha elle yapan
yok. Boylede bir yazik ediliyor .

Asli: Yani tabii makineye dokiildiiglinde bir siirii bilgide gidiyor siiregteki sey
onun nasil yapilacagi nasil isleyecegi yani makinenin yapamicag isleri yapiyorsunuz
bazen.

A: Makinenin elde yaptigimizin farkini asla makine veremez.

Garbis: Bir de daha evvelden sey vardi biliyor musun koca mustafa pasali - slil -
usta vardi o yapardi.

A: Cok kiztyorum ona ya.

Garbis: Simdi kimseye 6gretmedi diye kiziyorsun. Aznavuru bilmiyorum
belki gordiiniiz mii gormediniz mi ufak -Islis- biciminde kareler genelde antep
kalemi dedikleri ¢ekic kalemle yapiyorlar, bu usta bunu yuvarlak iiriinlere ama oval
iiriinlere olmuyo tabii mesela soyle bir tabaga cok kolay yapiyor icine de yapiyor
disina da yapiyor bunun bardagn iistiine yapiyordu herkesten de gizliyordu ve
profesyonelce yapiyordu bir makinede yapiyordu kendisi 6lmeden kizina gostermis
eve mal gotiirilyordu evinde ¢ahisiyordu kapmnin agzindan aliyordu mah tamam
diyordu, bitince haber ben haber veririm derdi icerinin nasil oldugunu ne oldugunu

hi¢ bilmiyorduk ¢ok gotiirdiim bitince ben ustan1 ararim derdi gelirsin alirsin derdi
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bu kadar. Bitince telefon agiyodu ustaya su kadar para, zaten grami falan belliydi
aliyorduk parayr gotiirliyorduk mallar1 aliyorduk geliyorduk. Kizina 6gretmis kizi
yapmaya basladi, dort ay sonra kizi rahmetli kanser oldu rahmetli oldu yapamadi.
Tezgahi burda bir usta ald belki ¢cahistirinm diye tezgaha iiriinii baglayamadi, yani
biitiin parcalarin hepsini almis ama hurdaya gitti. Belki kalem isi yaparken o
makineyle yapmaya basladigimi biliyorsun ya 6teki kalemle yapan ustalar makineyle
yapandan daha fazla para istiyordu dogal olarak. Simdi frezeyle yapan ardigeri 10
tane yapacak degil mi. Adam da noldu bu sefer belki 6teki ustada kendine gore baska bi
yerde bi i buldu isi birakt1 ¢cogu dyle oluyor.

Asli: Iste buna ilging aslinda bence yani bu tiir alanlarda tek kendini diisiinmeye
uygun degil diyorsunuz ya hep birlikte calisiyoruz aslinda biitiin herkezin toplamdaki
tyiligini sektoriin gelisiyor olmasini diisiinmesi lazim bilgiyi saklamak aslinda iyi birsey
degil aslinda bizde de ¢ok yapiliyor ben tabii buna karsiyim bu iste tasarim tescilleri falan
var ya siz birsey iretiyorsunuz o bilgiyi sakliyorsunuz ama o bilgiyi paylasmaya
basladiginizda bir kisi onun iistiine birsey koydugunda baska biri onun iistiine birsey
koydugunda aslinda devaminda gelisme oluyor ama

-Birde tabii sdyle birsey soz konusu ben ortaya birsey ¢ikardim 100 liraya
sattyorum ee sonra kalktim ayni seyi arkadasim yapti bu seferde adam da kalkiyo 80
liraya veriyor benim 6niime gecebilmek igin.

-Aslinda ciraklariiz bir sonraki neslin devam ettirmesi agisindan en azindan o
yapilabilir.

-Onun konusu degisiyor yani. Usta onu hep gizler onu sen goreceksin. Ben simdi
stvamay1 disar1 yaptirtyorum yani bilgiyi asla gizleyemezsiniz almak istemekten hig
kimse onu gizleyemez ama almak istemiyorsaniz diinya birlesse onu siz veremez. Almak
isteyenden kurtulus yok.

-Yani bilgiyi paylasma lazim ashinda ama alinin dedigi gibi burda su duruma
dikkat etmek lazim bildigin bilgiyi layik olan birisine 6greteceksin.

Ali: Usta birsey soracak size simdi burada simdi aklima geldi.Acaba bizim
ustalar herseyi bize oOgretmeye kalksalardi biz herseyi o0grenmeye gerek
duyarmiydik acaba yani onlar bizden gizledikce biz hirslaniyorduk.

Garbis: Evet oda ayr1 bir gelenekti aslinda. Ama 6grenmek isteyen kisi ne yapip
ne edip 6greniyor hele bu giine geldigimiz zaman bu giin ¢ok ¢ok daha farkli bugiin artik
bilgisayar ortaminda. Birsey doniiyor mesela ne dendi "aznavur'" dendi hemen yaz

oraya ne oldugunu ogren vidyolarmi gor bugiin olay ¢ok farklh 6nemli olan sadece
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ustanin yapmis oldugu yontemleri 6grenmek yeterli ashnda .Eger Kkisinin icinde
birsey varsa onu bir adim yukar ¢ikarabilir illaki ustas1 herseyi anlatsa bile eger
ondan o cevher yoksa icinde kesinle gotiiremez.

Iste o yiizden bide sunun i¢in sdyledim layik olan kisiye vereceksin diye her 6niine
gelen kisiye anlatirsan olmuyor o bilen bilmeyen yarim yamalak seyleri berbat eder
birakair.

Asli: Ben simdi ¢ok alakasiz birsey anlaticam ben Mimar Sinan da okudum
akademi gelenegi usta ¢irak gelenegi vardi hocalarla bir hocay1 segerdik o hocanin bi
ekolil bir tarz1 vardi onun i¢in segerdik bu hocayla ¢aliscam su hocayla ¢aliscam ben de
boyle bir donem kaldim bu arada. Ama iyi ki kalmisin ¢ok gelistirdim kendimi kaldim
ama sey yapmadim tembellik yapmadim istedigim hocayla sey yaptim proje calistim baya
bir sey yaptim o donem kliiplere girdim dans yaptim tiyatroya girdim bdyle seyler yaptim
beni ben nabiyorum, mimarlik nedir ben mimarlik okudum bu arada mimarlik nedir nasil
yapilir falan gibi bu sorular1 sormama olanak verdi bir hocamda ¢ok 6énemli yani rahmetli
bir hocamiz bana, boyle hani bizler gibi degil biz herseyi anlatiyoruz ya size boyle
saatlerce sifreli konusurdu birsey soylerdi sen dalyandaki balik¢ilar iizerine calis dedi.
Hep de boyle alan iizerine ¢alisiyoruz yani biri Emindnii ¢aligiyo biri hanlar ¢alistyo hepsi
ortada geziyolar tozuyolar ben dalyanda balikgilar 6yle biseyde yok bir sirigin iistiindeki
adamlardan bahsediyor dalga geger gibi o an soruyorum biiyiik smiflar falanda var
soruyorum ne demek istedi diye onlarda anlamiyo filan ama soruyosunuz yani anlamaya
calistyorsunuz, iizerine gidiyorsunuz filan ee bazen Oyle aslinda herseyi acik acik
konusmak degil biraz boyle mecaz demiyimde biraz bi tik da cocugunda
arastirmasini tesvik etmek

-Adamin da merakini

- Yoksa ¢ok hazir oluyo ve orda kaliyosunuz Bizde burda Oniinilizii agmaya
calisiyoruz sonugta yani sizin aslinda biitiin sey sizde yatiyo yani siz kendinizi bi tik
nereye gotiireceginize karar vereceksiniz yani ustaninizin da katkisi olacak bizimde
katkimiz olacak Oyle olcak yani ama sizinde agik olmaniz lazim.

Garbis: Usta nin orda calisiyoruz yine birgiin gene birgiin samdan yapiyoruz
samdanin diregini hazirhyoruz samdanin kollamirim1 hazirhyoruz ama samdam
kaynatirken hi¢ gormiiyoruz ustayr normal giinde aksam 8-8bucukta paydos
ediyoruz sabah8bucuk is basi -slis- samdan kaynakg¢1 ariyor hadi ¢ikin gidin saat
yedi de ulan diyorum ama ne zaman samdan yapacaksak bizi 7 de yolluyor sabahlan

gelince de temizlenmis --yagindan agarsin diye sabahlayin gelince samdam yagdan
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cikartmis bakiyorum samdani kaynatmis icime dert oldu bakiyorum bakiyorum bu
ne zaman yapti nasil kaynatti hi¢ diikkanda olmayan bir takimda bulamiyorum
kafama takildi bir oldu iki oldu ii¢ oldu evden yemek getiriyorum sefer tasi torbasini
bilincli olarak biraktim sirkeci istasyonuna indim trene gittim geri geldim bu esnada
kendi kendime gittim canim sikild1 geri yukari ¢iktim girdim iceri usta kaynatiyor
gordiim. ne isin vardi senin de niye geldin buraya dedi dedim sefer tasarini unuttum
al bilmem ne dedi ¢iktim aldim ama gordiim ben. Diikkan actik oteki ortaga da
anlatmiyor nerde kaynattigim. Oteki ortak da bilmiyor beraber actik ikimiz
beraber actik samdam gotiirdii Kenan gotiirdii ustaya ilk yaptigimiz samdam dogru
soyle demis bunu sen mi kaynattin Murat mi demis. Murat demis biliyorum demis.
Gostermedi ama ben gordiim nasil kaynattigini is bitti.

Y: Zildjian 1 biliyor musunuz. Eski ustalar1 hi¢ bisey gostermiyor gece
dokiime gidiyorlar falan onun ciraklar1 catidan seyrederek adamin formuliinii
kapiyorlar. Diinyada 3 tane Kisi biliyor zildjian istanbul’da baska bilen yok.

-Biitiin Amerikal1 gruplar falan onlardan satin aliyorlar. Onlar kullaniyorlar.

-Diinyanin heryerinde satiliyor bide cekicle doviiyorlar bir ozelligi de o.
Parmak izi gibi bir tanesinin sesi digerine uymaz.

-Iste orda ilging bir denge var o bilgiyi saklamak m1 yoksa nasil paylasmak.

-Ben bu konuda biraz seyim saklamak degil de yaptigimiz seylerin birz daha ¢ok
daha iyi yapamayan insanlarin elinden ¢ikmasi o kadar 6zenmissiniz vakit harcamigsiniz..

-Ele ayaga diistii mii birde yapamayan birinin eline diiserse ele ayaga diiser o {iriin
birseye benzemez.

-Bu cinede bir kirmizi var kirmizi ton onu bi adam biliyordu ve o adam o6ldii
gitti suan bilen yok.Hig iyi birsey degil kendiyle gotiirdii.

A:Ben kendi adima kimseye birsey o6gretilebilcegine inanmiyorum. Kesinlikle
ben kirk bes senedir bu isi yapiyorum ben inanmiyorum birine birsey 6gretilebilecegine
inanmiyorum.

Aysenaz: Bence cok ilging bir sey soylediginiz bu 1930 larda Bauhaus diye bir
meshur tasarim zanaat okulu var onun meshur bir egitmeni iste nasil egitmeli ¢ocuklari.

Ogrencilerinin deneyerek hata yaparak 6grenmesini 6n goriiyor. Biz size hata
yapmaya pay veriyoruz. Onlarda dyle yoksa size elinizden tutarak yazi yazmaya.... o
yiizden bence biz size ¢ok fazla sey yapiyoruz Odevlerini yapin diye mesaj atiyoruz

aslinda yapmazsaniz yapmayin ama.
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Ali: Ben 1982 de diikkan actim yani ben 35 senedir adam yetistiriyorum yani
onun oncesinde de kalfaydim ordada yapiyordum ben kesinlikle birine is 6gretmeye
calismadim oOgrenmez yani o istiyorsa talep ederse bilmediklerimi bile ben
ogretiyorum ama o ilgisi yoksa hi¢ ben ilgilenmiyorum.

Asli: evet ama iste burda bir imkan var biz tamamen 6gretici konumunda degiliz
bu gruba bu alana gelerek herkesten birsey 6grenebilirsiniz sizlerde birsey 6grenerek orda
malzeme yani kalib1 gériince de bir sey 6grenecek miisteriyle diyalogunuzu goriince de
bisey ogrenecek dolasirken bir yere gittiginde de bir sey 6grenecek iste diikkanlarda
sergilenen bitmis iiriinleri goriince de iste okulda her zaman malzemenin yar1 bitmis
islerinde i¢inde olmuyorlar iste siirekli bakiyor olmalar1 yani dyle bir kisinin agzindan
cikan birsey degil artik. Yani bilgiyi bir siirii yerden aliyorsunuz ve kendi kotanizda
eritiyorsunuz ilging bir konu. Ben birseyi daha sdylicem biz iyi 6grenciyi birakirdik. Ee
pissin diye yani burdaki egitim gibi, 6grenci de severek kalirdi ben bu hocayla bir sene
daha c¢alisacagim diye artik {iniversitelerde bu yok ama bizde akademi gelenegi oldugu
i¢in yani boyle ekoller hani, usta gibi bir donem daha gecirmek igin.

Ogrenciler: Hepimiz kaliyomusuz (giiliismeler...)

Asli: Neyse bir dahaki donem olmadigi i¢in dyle bir sey olmaz. Ama egitim dyle
bir sey bu egitim boyle bir sey dort senede bitmiyor.

H: Kuyumculukta her sey o kadar kolaylast1 ki her sey hazir geliyor eskiden
bir sey yapmak istiyorsun ¢iziyordun diisiiniiyordun bakiyordun simdi artik sey yok
makine ciziyor kesiyor icini bosaltiyor surayr bosaltiyor kaynak yapmak ama bi
kolaym yaptilar sen hi¢ -islis- kullanmiyorsun kaynatcak malzemeyi siiriiyorsun
kapah bir kutunun icinden gecerken bitiyor kocanini kesiyorsun birde o var.

A: Enini boyunu Kkesiyorsun ona gore biiyiitecek %10 bilyiitecem %35
biiyiitcem enini hesapliyorum boyunu hesaphiyorum birde mektep okumamisiz
tilccar aklimizla bir hesaplar kitaplar yaparak onu orantih olarak biilyiitmeye
calisiyoruz.

-Pardon bi de onun pratigini bulduk o kadar ugrasmaya gerek yok
fotokopiye gidiyor.

-Iki boy biiyiitiiyor oda bize avantaj saghyor simdi ¢cikarttim gétiiriiyorum
fotokopiye soylilyorum ¢ikiyo. Simdi birde bakiyorsun o meziyetli ustanin da bir

ozelligi kalmyor.
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APPENDIX B

TRANSCRIPTS OF THE ONE-TO-ONE INTERVIEWS

WITH CRAFTSMEN
Deciphering:
Gizli bilgi (hidden knowledge)
Crirakhik/ustalik siiregleri (apprenticeship processes)
Teknoloji/zanaat (craft and technology)
Uretim yontemleri (production techniques)

Egitim amaci (the purpose of education)

B.1. Halit Kandemir

Location: Bilgi University Faculty of Architecture, Date: 12 June 2017
B: Berilsu Tarcan

H: Halit Kandemir

....H: Bir kere 2. siif isinde biraz erken gibi geldi.

B: Bizde zaten dyle cevap verdik.

H: Daha yeni atdlyelerle tanisiyorlar malzemeyi taniyorlar iiretim tekniklerini
Ogreniyorlar 6nemli seyler bunlar heniiz bir 6gretim seyine girmediler bunlar .

B: Tabii tabii onlar sonraki agsamalar.

H: Ondan sonraki asamalarda son sinifta belki o zaman ... ele alinmas1 gerekir
ama bilsinler.

B: Tabii birde 5-10sene sonra bu isi yapiyor olcaklar yani neden bunu elle
yapiyorlar neden mesela bunu kullaniyorlar asil onu 6grenmeleri daha 6nemli simdiden
Oyle bir biling kazansalar neden boyle iiretim bu tip iiretim yapiyorlar .. daha énemli su
an da maliyet ikinci planda.

-Su tiritinden yola ¢ikalim burda sivamadan yapilmis sivamadan sonra diger ..
boyle bir elle doverek son seklini almis.Tamami elde doviilerekte dovme teknigi
kullanirakta.

-Evet bizde Oyle yapanlarda vardi sonra biraz sey oldu tam diizgiin olmadi o

yiizden ... ama presle de yapilabiliyor galiba ama sizin orda ... yapmis oldu.
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-Seri .. Uiretiminde herhangi bir press .. ve maliyet..

-Aynis1 m1 olur.

-Aynisi aynisi .. ama bunun da ... kullanim.

-Evet

H: yaptiginiz zaman mesela bu da sezinin yapmis oldugu tasarimi burda ..
gerekirse bence burada maliyet ¢ok ucuz ama bunun fiyat1 6rnek olsun diye sdyliiyorum
surda malzeme ile birlikte 25 lira maliyet var ama ben olsam bdyle bir {iriinii tasarladim
ben buna 350 lira 400 lira bir fiyat koyarim 500 lira fiyat koyardim oda tasarim.

B: Baya 10 kat1 .

H: Burda kat meselesi degil orada bilmiyorum tasarliyan kisi buna karar vericek
bunun belirli bir 6l¢iisii yoktur 50 liraya mal ettiginiz bir {irtinii 5000 dolarada
satabilirsiniz. Yada 150 liraya mal ettiginiz bir mal1 200 lirayada satabilirsiniz.

B: Peki bunlar 5-10 sene sonra boyle devam etcek mi sizce yoksa daha mi1 zor
daha m1 pahali olacak iiretmesi?

H: Yok simdi soyle ki.....

B: Ciinkii azaliyor ustalarin sayis1 ya.

H: Tasarimda .. bizlerde mesela {iretim teknikleri belli simdi bu iiretim
tekniklerine neler ilave oluyor teknoloji ile birlikte biz kil testere ile ajur kesiyorduk simdi
ne yapiyoruz lazerle kesim ona gerek yok.

B: Ama hala gerekli olan kisimlar1 mesela su .. yaptig1 seyin belki elle iiretilmesi
gerekecek ya onu iireten daha az kisi olacagi i¢in ... yetiyor mu?

H: Zamanla bunu iiretecek ustalarin azligindan iste.

B: Belki okullar1 agilir 6yle devam eder.

H: Tabii okullarda tabii soyle ...

B: Ancak 6yle yapilabilir.

H: Gerekirse okulda atdlyeniz var bu atdlye dyle bir genislemeliki burada bizim
kullandigimiz bu tiretim teknikleri gerekli alet ve malzemeler burda da olusturularak en
az sektordeki bir ustanin burada bir usta dgretici olarak destek vermesi. Bunun 6rnekleri
var mesela Almanya da var bize 3-4 sene Onceydi galiba Almanya ya gitti oradaki
kuyumculuk okullarini ziyaret ettigimizde bunlar1 gérdiik mesela ... okulunda giimiis obje
atolyesi. Atdlye var iste ... kalem atmasini biliyorlar tas .. Ogreniyorlar bakla ..
Ogreniyorlar. Biitiin bunlarin hepsini 6greniyorlar biitiin bu teknikleri ve donanimlari
miikemmeldi ve giimiis obje atdlyesinde de bir usta vardi mesela o 6gretiyor.Bunu .. ama

bunun yanisira diger derslerde de teorik konularda da aym sizler gibi .. hocalar ... ¢izim

173



teknikleri vesaire vesaire..

B: Evet dyle ¢ok giizel olur.

H: Bunlar1 uygulamak ayr1 bir hale getirilirse ¢ok giizel. Mesela mimar sinan
ornegine. Ornek vereyim neydi eski adi Kakmaci giizel sanatlar akademisiydi galiba
uygulamali.

B: Bizim de Eskisehir’deki okulumuz adi endiistriyel sanatlar y.o idi.

H: iste bu uygulamali bir hale doniistiiriilebilse hatta ve hatta dgrencilerde
ogrenirken teknikleri kendileri de farkli kendilerine gore farkli teknikler gelistirse aslinda
giizel olur dolayisiyla bu yasar gider aktarilabilir.

B: Bir de sey soracaktim burda ¢ok ... olmayan .. tasarim boyle ... ya bu hani
atolyelerde disardan gelen siparislerden ne derece farkli yada size disardan tasarimcilar
geliyor ya bazen birseyler yaptiriyolar onun daha ... bir de orda yaptirdiklar tasarimlarla
bunlarin farklar1 ne mesela.

H: Soyle mesela bazi tasarimcilar geliyor kendi tasarimlarini bizlerde
irettiriyorlar. Biz o zaman ne yapiyoruz tasarimcinin kendi markasi varsa veya bir logosu
varsa biz onu kullaniyoruz.

B: Yada hani ..

H: Tabii tasarimc1 kendi adin1 kullamiyor burada ve bizde onu sadece ona
yapiyoruz ha bir baskasida geldi gordii biz onu yaparken geldi gordii atolyede farkh
farkh miisterilerimiz var geldi dedi ne kadar giizel bizde ... yapiyoruz bunu aa benim
¢ok hosuma gitti bana da yapar misin hayir diyoruz.

H: Ama siirekli geliyor yani. Yok hi¢ gelmese bile bize 2 tane derse 2 tane iiretiriz
zaten burada iste iiretimlerde ilk {iriinii tirettik fiyatin1 belirledik ondan sonra tasarimci
bize onlarin devamini {irettirmek istiyorsa o da iste satacagina gore pazari varsa eger o da
o kadar diyor. O da diyor ki piyasayr yokluyor mutlaka gosteriyordur belki siparis
altyordur ona gore birazcik daha risk almasi gerekiyor sunun {izerine konusuyoruz ya
gene ordan devam edelim simdi bunlardan boyle gosterdiler siparig aldilar 8 tane bundan
10 tanede bundan siparis aldik toplamda 20 tane bunlardan siparis aldik simdi bana 20
tane bunlardan yaptirirsa fiyat farkli olur bana 50 tane yaptirirsa daha da farkli olur.

B: Bir tane yaptirirsa?

H: iki tane yaptirirsa olay degisir.

B: Peki simdi daha ... oldu yoksa eskisiyle ayn1 m1?

-Bizim Kkendi iirettig¢imiz kendi tasarimlariyla herseyiyle bize ait olan

birseyi .. isteyen herkese veriyoruz adam geldi kahve fincanim1 kendim yaparim kim
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isterse onlara veriyorum. Onlardan ben iirettiZim zaman 500 adet birden
iiretiyorum. Orda bende bir risk aliyorum simdi siz geliyorsunuz bana diyorsunuz
ki satis noktamiz var ya ben bunlardan istiyorum bana bir 12 tane ver tamam 12
tane veriyorum fiyati bu ama siz derseniz ki ben bunlardan 100 tane istiyorum
dediginiz zaman o zaman fiyat daha farklh.12 tane dediginiz zaman baska 100 tane
dediginiz zaman bambaska.

-Elifnaz (6grenci): Ucuz mu oluyor?

H:Daha ucuz oluyor.

B: Tabii tabii yani bu konularinda aslinda iglenmesi ama ben heniiz erken diyorum
sizler i¢in daha 2. sinif bu son sinifta bu konularin.

.....(kesinti)

H: Soyle bir ornek vereyim bizlerde mesela atolyelerde geliyor ¢irak olarak
bashyor Cirak 6 sene 8 sene 10 sene oldu yani 12 yasinda geldi 20 yasinda askere
gitti 8 sene gecti askerden sonra tekrar geliyor gene bashyor bir bakiyorsun bu 10-
20 sene daha emekli olana kadar boyle devam ediyor.Baz1 oyle ¢iraklar varki daha
askere gitmeden once bir cevher var birseyler var ... iste 15 yilhik bir kalfamin aldig1
haftaliktan daha fazlasim hakedebiliyor daha askere gitmemis askerden geldikten
sonra kendi atolyesini kuruyor simdi ha bir de her atolyesini kuranda usta degildir.
Ben bazen onu sdyle drnekliyorum kendime gore simdi tip fakiiltesinden doktor olarak
mezun oldu pratisyen hekim olarak ama bu her sene 100lerce doktor mezun oluyor ama
kac tane doktor iilke ¢apinda bir isim yapabiliyor.

B: Ama ustalikta da onu biz anlayamayiz ama siz anlarsiniz.

H: Tabii tabii bizde de kakmacilar diyelim kakmaci ustalarindan 6rnek verelim
diyelim ki 5 tane kakmaci ustas1 var simdi her usta kendi bransinda iyi yani bir usta var
mesela biz diyelim ki biz genel iiretim yaptigimiz i¢in.Biz simdi sadekar sinfina giriyoruz
aslinda biz simdi a dan z ye iiretiyoruz biitiin sorumluluk bizde hersey bizde simdi diyelim
ki bir model iizerine ¢alistyoruz onun kakma olmasi lazim orda benim ustaligimda nerde
ortaya ¢ikiyor.Bunu iste Ahmet ustaya yaptirayim Ahmet usta ¢ok hesapli yapiyor ya ama
Ahmet usta giizel ¢izgi alamiyor kareyi kagiriyor veya cicek islenecekse ¢igek konusuna
yetersiz ama ne konusu islenecekse orada ... gitmem nedir onu aynen onun gibi yapacak
baska ustada vardir ama kim olursa onun bir vazoyu islemesine 500 lira ister ama diyelim
ki gidersin 150 liraya islerim abi 150 liraya isleyecegine hi¢ isleme daha iyi.Bir de .. var
bunlarida bilmek gerekiyor mesela stvama konusunda Eftar usta var Eftar usta konusunda

iyi ve ¢ok pratik isi bitiriyor ama kii¢iik pargalarda ¢ok hassas pargalarda da baska bir
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ustaya O0yle Bir sey oldugu zaman rahmetli ... usta vardi birde ... usta vardi ona kiigiik
parcalarda yiikstikler vardi mesela onu mobel usta onlar1 sivardi ama kalfalari hala devam
ettiriyor bunu.Onlar da stvamaci ama atdlyeye gittigin zaman o sivama atdlyesine gittigin
zaman sOyle bir parcay1 sivatamazsin beceremezsin bol seyler onlar ama kii¢iik parcalarda
onlar basarili.Mesela sivamada daha baska incelikler var bir usta var parcayr calistig
zaman alip blizmez inceltmez ama bir usta var onu yapar size bitti mi bitti tamam siz onun
istiine pargalar kaynatcaksiniz kaynagi verdiginiz zaman o kadar ince yapilmis ki ¢eker
gider ben o da ben sivadim verdim diyor sen kaynatamadin .. onun i¢in bizim gibi
mesela .. usta da aynmi sekilde de bizler a dan z ye {iretim yaptigimiz i¢in bizler hangi
ustayla calisicagimizi iyi tespit ederiz. Kakmacilikta ... sivamada ayn1 sey hepsinde ayni
sey.

H: Herkesi yaptig1 bransi ayr1. Birisi giil yapiyor digeri yol ¢ekiyor giil yapana yol
¢ek dersin diiz ¢gekemez yolu yol ¢ekene giil yap dersin giilii yapamaz giizel onun i¢in giil
yapani giil yapana veriyoruz yol ¢ekeni yol ¢ekene veriyorsun yani herkesi.

Elifnaz: Peki ustalar kendini gelistirip ben yolda ¢ekeyim derse?

-Cekebilir ama olmuyor.

-O icten gelecek eger o icinden geliyorsa onlar1 zaten yapiyor.Diizgiin yolda
cekiyor diizgiin cicekte yapiyor Oyle bir ¢igek yapan ustalar varki tutup koparasiniz
geliyor.

Elifnaz: Avrupa da hani sey oluyormus ya her usta herseyi bilir hersey tek bir
atolyeden cikarmas.

-Ya da herseyi biraz biraz bilmek.

-Malesef bizde .. biraz biraz bilmek yetmiyor... biseyini yapiyor ¢ikartiyor.

-Mesela .. usta rahmetli adam alirdi kakmasini yapar .. kaynagin1 yapar seyini
bitirir. ..

-Asil giimiis ustasi dediginiz usta o.

Elifnaz: Hala yasiyor mu kendisi.

-Yok. Hala var gene aynm sekilde yapan var ama c¢ok az.O yiizden simdi ben
kendimden 6rnek vereyim kendini met etmek gibi olmasin derler ya doviip yaparim ama
yapmiyorum doviicii ustasina veriyorum kakma yaparim ama yapmiyorum kalem atarim
tag mihlarim ama bunlar1 yapmiyorum gétiiriiyorum ... veriyorum.

Elifnaz: Ekonomi canlansin diye mi?

-Hem 6yle hem zamandan kazanmak i¢in herseyi ben yaparsam bir haftada bir

tane vazo yaparim ama ne oluyor ben simdi eger onu kakmaciya verirsem kakmaci onu
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yaparken ben bagka samdanlar1 yaparim. Yani bir de bu var ama diyelim ki ¢ok 6zel is
0zel bir siparis var birde kupon ¢alisalacak bir par¢a onda simdi kakmaciya onu sen tarif
edene kadar oturup kendin yaparsin yapman lazim yapabilmen lazim.

B: Peki mesela ... tane ... yaptiracaksiniz onu kafasinda diisiiniip ¢iziyorsunuz orda
ne .. ?

-O tamamen ticari olarak diisiiniilmiis profesyonel bir diisiiniilmiis .. seydir
bu nedir orda bez kullaniyoruz mesela biz testereyle ajur kesmeyiz lazerde de
kesemiyorum onun ¢elik press kalibin1 yaptiririm lazer bile pahal gelir bana. Prese

bastigim zaman bana daha ucuza gelir.

B.2. Yeprem Sogiit
Location: Balyan El Sanatlar1 Workshop, Date: 25" May 2017
B: Berilsu Tarcan

Y: Yeprem Sogiit

B: Bu giimiis isciligi diye gecen el sanatlar1 diye gegen seyler 5-10 sonra sizce
nereye gidecek?Mesela siz ise basladiginizda nasildi simdi nasil ve gelecekte nasil
olacak?

Y: Sen sor?

B: Kag senedir bu isi yaptryordunuz?

Y: Ben 1979 da bu ise girdim.Yani 37 sene falan oluyor asag:i yukar1 12 sene
cirakligim siirdii .Usta degistirmedim ¢ok usta degistirmek makbul degildir girip ¢ikan
insalara pek giivenilmez yani .. zaten benim zamanimda bir ustanin yanina girdigim
zaman gireyim ¢ikayim yoktur yani usta baba gibidir sigara bile zor i¢ilir yaninda. ...
Zaten olmazdi bunlar zamanin ¢ocuklari.Valla biz bu ise c¢irakliktan girdik herseyide
kendimiz yapiyorduk onu .... glimiisciiliik bisey kalmicak zor.

B: Cirak olmadigi i¢in mi?

Y: Cirak olmadig i¢in bir de bu okullar ¢ok uzadiya ondan da ... okulu bitti mi
geliyordu caligtyordu.

B: Bunlarin okulu agilsa peki?

Y: Okulu olsa ne olacak ki.Kuyumcu gibi degil bizim ki agir gii¢ istiyen bir is
makinalagmada yok kuyumculuk dyle degil kuyumculugu kim yapiyorsa bir kocanini
kesip bir parmag1 agiyor bitti gitti bizimki dyle degil.O nedenle.

B: Peki giimiisten yada hani piringler yaptiginiz tiriinler eskiden liiks miiydii simdi
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liiks mii?

Y: Simdi daha modern eskiden dyle degildi belli modeller vardi onun disinda
kakmada giillii motak¢ali acur ¢oktu ama simdi daha modern daha sey bir de simdi
giimiisii anlayan bir kiiltiirde kalmadi o sey kalmad1 yani eskiden bu Istanbulun yerlileri
falan anliyordu kullaniyordu o kiiltiirde kalmayinca .. bir de sey maden biraz da pahali
olunca mecbur olarak kaplamaya yoneliyorlar sonugta goriintli ayn1 ama kaplama bizim
gibi degil giimiis¢ii adam kaplama hayatta almaz.Gilimiisten anlayan pek kalmadi bir de
pahal1.

B: Peki yani genglerin simdi glimiis alanlar yasli bir kesim mi yada alan bir kesim
kalmadi m1 yada genglerin ilgi gdstermesi i¢in ne yapmal1?

Y: Gengler giimiis almiyor.Bir sey yapamazsin nabicaksin senin simdi kiiltiiriinde
giimiis kullanmak yok bilmiyorsun gérmemissin nasil kullancan?

B: Ben seyden dolay1 kullanmiyorum mesela glimiis esyalar islemeli oluyor ya
hep ben onu istemiyorum sade olsun istiyorum.

Y: Giimis asillerin madeni olmustur tamam mi ona bakim lazim bunu aliyor
adamda o kiiltiir yok aliyor vitrine koyuyor simsiyah oluyor bakicaksin giimiise bakmadin
m1 olmaz.Gilimiis her zaman asillerin madeni olmustur dyle sey degil.

B: Peki tasarimcilar gelipte .... ediyor mu yoksa yani daha ¢ok disardan siparis mi
geliyor?

Y: Cok yaparim .... tasarimci ... yapariz ama yani dedigim gibi her giimiiscli
giimiiscii demek degildir yani.Bu isi kendini vermedin mi karsiligini alamazsin
vereceksin.

B: Peki size daha ¢ok yurtdisindan mi1 geliyor yooksa Tiirkiden mi geliyor.

Y: Yurtiginden.

B: Peki kimler aliyor daha ¢ok.

Y: Genelde museviler Ruslar aliyor bir de burdaki eski koklii ailer falan ama
onlar kullaniyor museviler kullaniyor ruslar da kullamyorlar Tiirkiye de pek yok
ama eski insanlar baya baya kullamyor gercek anlamda alip vitrine koymuyor
onlar.

B: Yani giinliik hayatlarinda yeri var onlarin ama su an yok.

Y: Osmanh da da vardi giinliik hayatta kullamiyorlardi musevilerde
kullaniyor.

B: Birde osmanlidan beri bu iiretim atolyeleri devam eden bir kiiltiir.

Y: Cok eski tabii osmanlidan daha eski. Burada zaten benim bildigim Istanbula
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fatihin fethinden sonra geliyor o da Van kitaptan sdyliiyorum. Fatih Sultan Mehmet
fethettikten sonra Istanbula gegiyor ustalarmn hepsi iste zaten bu is istanbul disinda yok
yani bi tek Kapaligarsi.Diinya da da yok ki zaten.

B: Diinya da talep artt1 ama glimiis ustalar1 falan yok.

Y: Italya da var.Meksikada Aztekler yapiyor .Fransa da Italya da var ama orda pek
yok birde daha pahali.

B: Miizelerde sergileniyor yeni tasarimlar yapiyorlar mesela ¢ok degisik onlar
bayagi pahali 2bin 3 bin avroya satiyorlar mesela.

Y: Dehget paralar dehset. Burdaki ... Bir de onlarda bir ¢ogu Crafts falan yani bizim
gibi yine elde yok elde zaten Bir sey alman onlarda asir1 pahali.

B: Sadece fiyatindan dolayr m1?

Y: Onlar ¢ok ¢ok giizel yapiyorlar yaptiklar1 zaman .Bir hata bulamazsin onlar
profesyonel .

B: Siz de professyonelsiniz.

Y: Burda bir banyo yapiyorsun 3 sene 2 sene onlar bir yapiyor 20sene onlar kolaya
kagmiyorlar agiksast hakkini veriyolar onlar da es is¢iligi profesyonel sagma sapan sey
yapiyorlar burda ... ama onlarda ..

B: Peki burda sey hani son senelerde is hep boyle Trt den geliyorlar roportaj
yapiyorlar kaybolan meslek diye degerlendiye bir agidan bir siirii yerde de yayinlaniyor
bunlarin bir ige yaradigini diisliniiyor musunuz?

Y: Reklamin kétiisii olmaz. Tiirkiye de sey var burda istanbulda yasiyor ama burda
bdyle bir atdlye oldugunu falan bilmiyorlar reklamin kétiisti olmaz iyi tabii.

B: Birde internet sitelerinde hep koymuslar harita koymuslar mesela ahsap suraya
gidin diyor giimiis suraya gidin diyor mesela koymaya baglamaislar.

Y: En azindan goriiyorlar sasirtyolar burda bdyle bir isin oldugunu inanmiyorlar
sizin mesela biliyor muydunuz buralari.

B: Yok ben hani Kemeraltinda Izmir de Kemeraltinda var giimiis seyi .

Y: Onlara biz veriyoruz zaten.

B: Oyle ham olarak bilmiyordun Kapaligars1 da sey oldugunu biliyordum.

Y: Izmir de satiliyor.

B: Evet severler orda.

Y: Orda da 4 tane usta kald1 zaten onlarda ....

B: Evet birde hani takiyla farkin1 sdyliiyordunuz ya hani taki daha elle degilde

makineylede yapilabiliyor ama dyle olmuyor demistiniz.
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Y: Bu apayri bisey ya ¢ok ayri .. mesela bir ¢ogu zaten goriiyoruz ... mesela bir
giimiiscli kuyumculuk yapabilir ama bir kuyumcu giimiisiilik yapamaz asagi yukari
seylerimiz ayn1 ama bizimkiler kaba onlarin ki daha ince.

B: Siz hi¢ yaptiniz mi1?

Y: Ben kuyumcuydum aslinda kuyumculukta nasil biliyor musun o zamanlar
makine yoktu hep elle.

B: Sonra makine geldi.

Y: Benim c¢irakligim kalip yapmakla seyi yok bir set verirsin hepsini elle
yaparlardi o zaman kuyumculuk vardi simdi yok.Her seyi elle.

B: Baska konuya gececektim de ben.Bu batuhanlar la yaptirdigimiz {iriinler
hakkinda ne diisiiniiyorsunuz.

Y: Anlamadim.

B: Simdi geliyor ya ¢ocuklar birseyler yapiyorlar tepsi flan 6grenciler.

Y: Ben seviniyorum elimden geldigince yapiyorum ben 6gretmeyide severim
ciinkii Bir sey ogretip amilmak daha iyi 68retmedin ne olcak gitti olmadi. Sevilmesi
mesela bende okumak istiyordum doktor veya ressam resimim iyidi iste anadolu dan
gelipte kalabahk aile oldugumuz icin mecburen ekonomi seyiyle Maalesef
okuyamadik ama bunlar sansh. Okumak istedim bende gerci ilkokul mezunuyum
ama hala okurum kendimi gelistirim ... bakmam.

B: Peki bu yaptirdigimiz iiriinler le ilgili ne diisliniiyorsunuz. Batuhan simdi
kokteyl tepsisi yapiyor ya mesela yada hani sesle ilgili birseyler yapti hani onlar ne olur
sizce yani.

Y: Olur olur dyle yapar yani.

B: Belki satmaz ama disarda satmaz biz sadece tasarim acgisindan gérmek
istiyoruz.

Y: Tasarimlar1 giizel ¢izimleri hakkaten giizel yani. Kendilerini veriyorlar yani
vermemezlik yapmiyorlar yani. Sandiklarin baginda bekliyor heyecanla oda biliyor Bir
sey. O da Ogrenir yani. Valla bizim piyasa hosgoriilii bir piyasa seyi yok kaba adam yok
ve hepside egitim verir yani ¢ekinmez esasina veririm yani hi¢ sey yapmam o6gretmek
kadar zevkli Bir sey yok. Mesela ¢ocuklar vardi hi¢ okula gitmemisler ufak yasta ben
hepsine Abc hepsine defter aldim aksamlar1 yazdirim yani. Sonugta okumamis cahil
kalmas1 iy1 mi bu tilkeye bir faydasi olur mu cahilin olmaz.

B: En biiyiik sorun o zaten. Bizim en biiyiikk sorunumuz Bir sey yapiyoruz

tasarliyoruz ¢ok basarili bir tasarim olsa dahi insanlar satin almiyor dyle olunca da
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yenisini iirettiremiyoruz.

Y: Biraz daha sey .. 6g¢rencekmisiz herseyi goriiyorlar kavriyorlar bu suna
yariyor o da cok ogreniyor ashinda sergide hi¢c inanamicagim seyler sergiler falan
giizel yani.Onu yapiyorsa ilerde muhakkak daha iyisini yapar. Simdi kuyum
piyasasinda en ¢ok ne Taki tasarim boliimiinden geliyor onlar ¢ok ise yariyor
sektorde .Bir cogunun yaninda da okuldan gelenler var ¢calisiyorlar demek ki bir sey
basarabiliyorlar giizel yani.

B: Ama 10 sene sonrada kalmicak diyorsnuz.

Y: Oyle Bir sey demedim ki ben. Kalmaz yani ¢iinkii sen simdi Bir sey
yetistirmezsen kalmaz ki ekmezsen ne biceceksin simdi ¢irak yok bir ¢irak olmayinca ne
Ogreteceksin.

(cay muhabbeti)

B. 3. Ali Aksu
Location: Biiyiik Yeni Han, Date: 23™ May 2017

B: Berilsu Tarcan

A: Ali Aksu

B: Merhaba 6nce adiniz soyadiniz?

A: Ali Aksu

B: Tam olarak kag senedir bu meslegi yapiyorsunuz?

A: Tam olarak kirkbes senedir.

B: Peki tam olarak ne yapiyorsunuz ne iretiyorsunuz hangi malzemelerle
calistyorsunuz?

A: Aklina ne gelirse yapiyorum ne gelirse takilar disinda.Arzu edilirse takiyida
yapabilecek durumdayiz.Taki bizim i¢in biraz hafif kalir.

B: Taki yapmama sebebiniz gerek yok diye mi yoksa.

A: Biraz sey olur fabrikasyon hale gelmis teknolojik bizim daha ¢ok el sanatlartyla
alakal1 bir de ¢ocuklugumuzdan beri hep el sanatlarina alistigimiz i¢in biraz da sey. El
sanatlar1 dediginiz.

B: Taki bagka bir sey

A: Takinin el sanatlarina girmedigini diistinliyorum o daha ¢ok el emegi g6z nuru

gibi.Daha c¢ok ince bir ig ama bizim el sanatlarinda ¢ekis kullaniyorsun kalem
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kullantyorsun makas testere déviiyorsun yani her tiirlii teknik kullaniyoruz. Bir de koca
koca isler genelde taki kaynakla bitebilen isler.

B: Takinin neden el sanat1 olmadigin1 konusuyorduk.

A: Belki kuyumcular onu el sanati gorecektir ama ben kuyumculardan da
hi¢ duymadin onun da el sanati olarak kabul gormedigini o daha ¢ok el emegi goz
nuru olarak kabul ediliyor.

B: Bir de kuyumculukta c¢ok teknolojide i¢in isine girdigini yapmak
istemediginizi.

A: En dogrusu bu bir aligkanlik ¢ocuklugumuzdan beri siire gelen bir aligkanlik
sonucta bu ise girdik, yapiyoruz yoksa giimiiste bir obje yaptigim zaman ona bir zincir
yapilmas1 gerektigi zaman ben onu yapiyorum belki kuyumculuktaki en ince is olarak
tabir edilen zinciri bile biz kendimiz tutup halkalar1 teker teker elle kivirarak agzim
kaynatarak incecik zinciri bile yapabilecek durumdayiz iistliindeki o ¢igegi bocegi yani
ama bunun yanisira 10 kiloluk 15 kiloluk koca gondolu da yapabiliyoruz .Bu kadar ¢cok
genis bir alana yayiliyor bizim ki daha ¢ok agir bir sanat oldugunu diisiiniiyorum.

B: Peki glimiis bakir yada altin olmasinin bir farki var m1?

A: Higbir farki yok bu isi yapabilen hepsini yapabilecektir.

B: Giimiisten ¢ok bakir m1 daha ¢ok yapiliyor piring mi daha ¢ok yapiliyor.Onunla
ilgili bir fark var m1 yirmi sene 6ncesine gore.

A: Donem donem her is kendi zamanlarinda degisime ugradi bundan elli sene
once bakir isi cok daha fazlaydiMutfakta hep bakir kullamihrdiilk 6nce
aliimiinyum ardindan celik ¢cikti mutfag celik ele gecirdi ondan sonra bakir devre
dis1 kaldi giiniimiizde ise bakir turistik esya konumda turistik esya olarak gidiyor
ama yirmi sene oncede giimiis cok fazla popiilerdi yetistiremiyorduk demek yerinde
olur.Simdi de giimiiste cazibesini yitirdi bakir el sanatlar1 daha dogrusu turistik esya
konumunda giimiis kadar agir bir agir bir sanatta icermiyor.O sadece cekicle
doviilerek elde edilen objeler oluyor ama giimiiste kaynak olur,tepsi olur ,samdan
olur,siirahi olur,vazo oluyor iistiine ¢ok c¢esit islemeler uygulanabiliyor yani
giimiisiin kullanim alami ¢cok daha genis bakira gore.

B: Bakira turistik esya dediniz ya glimiis de turistik esya degil mi?

A: Yok glimiis turistik esya olarak gecmez.

B: Hala geleneksel mi?

A: Onu geleneksel olarak ne kadar olarak gelenege giimiis daha cok A simifi

dedigimiz kategoriye hitap eden daha elit kesime hitap eden.Maden konumundaki
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her insanin ulasabilecegi bir maden degil. Halkin biiyiik bir Kkesimi giimiis
dendiginde sadece taki aklina geliyor. Yani giimiisten bir sofra takim bir ¢atal kasik
bicak oldugu yada tabak oldugu kep¢e oldugu yada tepsi oldugunu iilkemizin %80
i bilmiyor.

B: Birde cok liikste geliyor.

A: Evet birde giimiisiin antibakteriyel bir 6zelligi var mikrop oldiirticti 6zelligi
var.

B: O yiizden siirahilerde kullanilmasi ¢ok fark ediyor.

A: Kesinlikle ama bu biraz maddiyatla ilgili bir o kadar da insanimiz bilmiyor.

B: Peki giimiis gibi esyalar1 evde daha ¢ok kullanilmasi i¢in sizce ne yapilmasi
lazim.Bu egyalarin seklini bigimini mi degistirmek lazim yoksa maliyetimi azaltmamiz
lazim.

A: Bu bana gore tanitimla alakali Bir sey.Tiirkiye de glimiis kullanabilecek ciddi
bir nufus var ama bilmiyorlar glimiis daha ¢ok alsalar bile belli bir seviyedeki insanlar
glimiis kiiltiirli olanlar haricindeki insanlar glimiisii alsa bile hatta hasbelkader bir sekilde
hediye gittiyse bile onu siis olarak tutuyor halbuki onu kullanmas1 gerekiyor.Karariyor
giimiis kararincada insanlar uzaklasiyor o glimiisten halbuki o kasig1 kullansalar giinliik
kullandig1 gibi o glimiisii kullansalar aslinda kararmicak ama onu siis esyast olarak
gordiiklerinden dolay1 ona bir bakim yapilmasi gerektigini diisiiniiyor zaten o kiiltiirde
Maalesef yok o biraz da tanitimla alakali giimiisiin tanittmmin eksik oldugunu
diisiiniiyorum.

B: Sadece tanitim mi yoksa {iirettiginiz bir siirahi diyelim burdaki gencler alsa
onlar evde kullanir m1 sizde yoksa?

A: Giimiis hersekilde kullanmaya miisaittirHer konuda kullanilabilecek
pozisyonda giimiis liretiyoruz.

Tabag1 da bardaginida ¢aydanlifini da herseyini biz ylizdeyliz kullanabilecek
durumda iiretiyoruz.

B: Siz bu iirettiklerini bir sekle gére mi iiretiyorsunuz yoksa siparis iizerine mi
iiretiyorsuuz?

A: Her iki tiirlii de oluyor.

B: Mesela siparis olarak gelenler cok siislii her tarafinda siislemesi olan eski
cercevelere benzeyen esyalar mi yoksa?

A: Aslinda o sekilde gelenler yine bize soruyor “ben bir siirahi istiyorum sen bana
nasil Bir sey yapabilirsin” diyor. Cizimiyle gelen ¢ok az.
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B: Siz nasil bir sey yapiyorsunuz?

A: Once onu dinliyoruz i¢ diinyasindaki hayali zevki klasik mi modern mi onun
bir karakterini anlamaya calistiktan sonra onun istegi dogrultusunda birseyler sunuyoruz.

B: Peki glimiisten bir sey yapmak sadece malzemesi ve is¢iligi yliziinden mi
pahaliya mal olan Bir sey yoksa ordaki yaptiginiz igslemeler mi daha ¢ok?

A: Madenin kendisi zaten pahali bir de s0yle diisiiniin konfeksyon olarak aldiginiz
bir elbise ile 1smarlama yaptirdiginiz bir elbise arasindaki farki diisiinlin bazen aliyoruz
kisiye 6zel yapiyoruz tek yapiyoruz dolayisiyla ¢ok siirlim olmadigi i¢in is¢iligide yliksek
oluyor.

B: Bu isciligin azaltmanin yolu var mi1? Mesela ben size geldim siirahi istiyorum
ama ¢ok minimal olabilecek en sade siirahiyi istiyorum o zaman maliyet nasil oluyor?

A: Diyelim bir tane siirahi alacaksimiz bir Kkilo o siirahinin hic¢ islenmemis
halini alin 2000 lira. Bizim o bir kilodan aldigimiz is¢ilik ya 500 liradir ya 600 liradir.
Siz onun ne kadar isciligini azaltirsaniz azaltin malzemenin kendisi ¢cok pahal
oldugu icin cok goziikmiiyor. Ashinda altinda da iscilik aymdir. Giimiisteki is¢ilik
altindan farkh degil altinda iscilik daha fazla ama maden ¢ok fazla bir bilezikte
kalkip bir milyar lira para veriyorsun o bilezige onun iizerinde 100-200 lira iscilik
var. Ama bir bilezige verdiginiz 100 lira ama kocaman bir tepsiye verdiginizde 200-
300 lira diisiindiigiiniiz zaman giimiisteki iscilik ashnda daha az. O mantikla
baktiginiz zaman bilezik aldigimizda da diisiiyor.

B: Bu giimiis esyalar bizim gordiiglimiiz kadariyla hocalarla beraber on sene dnce
tiretilen ama soyle diislinliyoruz daha farkli bir farkli demiyim de maliyeti daha diisiik
olsun ama tipi daha farkli olsun mesala IKEA da satilan bir iiriiniin burda iiretilen
versiyonu gibi.

A: Gumiiste iscilik diistiikce satis daha ¢cok azahyor. Giimiisiin bu pozisyonda
olmasinin sebebi fiyat1 degil giimiis kullanma ahskanhgiyla alakali bundan 15 sene
once giimiis bu giinkiinden daha pahahyda.

B: Evet bir de altina gore aslinda.

A: Soyle sOyliyim bundan 8-9 sene 6nce giimiisiin kilosu 4000 liraya satiliyordu
is¢ilikli olarak bugiin iscilikli olarak giimiisiin kilosu 2500 liraya satiliyor ama o zaman
daha ¢ok is vardi.

B: Konfesyonda kiseye 6zel farkini séyliiyoruz hep giimiisiin giinlimiizde daha
cok satmasi i¢in kisiye 6zel olma 6zeligini ortaya ¢ikarin o zaman.

A: Kisiye 6zel yapiliyor ama giimiis magazalarini biliyorsunuz dolu mallar var
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clinkii gelen bakip se¢ip aliyor. Benim burda 1srarla iistiinde durdugum giimiiste bizim
eskiden Tiirkiye de giimiis kullanan bir Kitle vardi. Eski Istanbullu diyelim Eski
Izmirli diyelim giimiis Kiiltiirii vardi kullamiyorlardi.Gaziantep te hala ¢eyize giimiis
koyuluyor Gaziantep te keza oyle Adana da 6yle.Ama bu gitgide azaliyor kayboluyor
yeni nesil istemiyor. Bir de soyle bir sey var benim kendi tespitim bizim
cocouklugumuzda annelerimiz anneannelerimiz babaannelerimiz calismazdi bir
Kisi ¢calisirdr yirmi Kisiye bakardi ve o hamimlar giimiisii soylede diyelim belli bir
kitleye hitap ediyor maddi durumu c¢ok iyi olanlara hitap ediyor. Bize geliyor
diyorlardi bana sofra takimi lazim 15-20 giin siirer diyoruz yok diyor benim haftaya
davetlim var.Simdi sofrasinmim istiyor servis tabagim istiyor ocakh yaptigimiz
sahanlar vardi onlardan istiyor giiniimiizde o davetleri de kimse vermiyor c¢iinkii
herkes calisiyor. Simdi bir davet verilecek bir restoranda bir yerde arkadaslarim
topluyor.

Simdi bu sekilde evinde davet veren insanlarda bir sofra Kkiiltiirii oluyor
simdi o sofra kiiltiirii kalkiyor bir¢ok sey birbirine zincirli gidiyor.

B: Sofra kiiltiirii kalkiyorsa o zaman giimiisiin kullanilacak bagka bir alan ¢ikmasi
lazim.kaybolacagina yeni alanlar i¢in tiretilsin.

A: Mutlaka ama bir de sdyle Bir sey soyliyim ilave edecegim daha onceden
bilyiik sirketler ¢cok fazla promosyon dagitiyorlardi.Biz 10cu aydan sonra eve
gidemiyorduk islerden dolay1.150 tane 300 tane 500 tane bir ara benden 700 tane
vazo istediler simdi bunlar hediye dagitihnca o hediyeyi giimiis olarak alan
insanlarda bir giimiisii hediye alma Kkiiltiirii olusuyordu.Ciinkii ona bir hediye
giimiis gelmis zaman geliyor bi ev alacak bakiyor sekiz tane giimiis var orda bu
giiniin parasiyla 8-10bin lira para ahyor a diyor bu ne giizel seymis.Yani art1 evde
hediye gidiyor hemde uzun vadede bu adamnin biit¢esine bir katki oluyor yani dolasiyla
bir arkadasi ev aldiginda yada dogum yagtiginda aliyor ona bir giimiis gotiiriiyor.Simdi o
hediye kalmadigi i¢in o unutuldu. Bunu da yanilmiyorsam Ciller doneminde bu
yasaklandi gibi biliyorum ya da bir yaptirnmlar uygulanmaya baslayinca glimiiste
promosyon azaldi bitti simdi tamamen.Vergiden mi diisemiyorlarmis buna benze
birseyler.

Adam diyordu 10 bin liralik glimiis aldik diyordu bunu oldugu gibi diisiiyordu
simdi artk Miisaade edilmiyor demek ki promosyon olarak dagitacaklara cazip
gelmiyor.Sdyle Bir sey var o bana sagma geliyor bu adam zaten benden bunu aldiginda

zaten fatura alarak belgeliyor bunu diisebilmen lazim.
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B: Evet aslinda bunun vergisi de yiiksek aslinda.

A: Benden is alindiginda ben istihdam yatatiyordum benden is alindiginda
yanimda 12 kisi ¢alistirnyordum simdi tek kisi ¢alistyor simdi.Ben eski degigim donemde
12 kisinin sigorta primini édiiyordum simdi hem istihdam yaratmis oluyorum hem vergi
veriyorum ama tek kisi vergisinden diisemiyor diye onu almaktan vazgegince birgok kisi
otomatikman hem isinden oluyor bana da maddi kayipta oluyor boylede ¢ok 6nemli Bir
sey de var.

B: Ben onunla ilgili bBir sey okumustum Japon da 50lerde sanirim zor durumda
olduklar1 zamanlar daha teknolojik birseyler iiretmezken el sanatlarini 6zendirici yasalar
cikarmig ve sey olmus cay setleri varya onlarda ¢ay seramonisi ¢ok onemli.Bu c¢ay
setlerinin fabrikada iiretimi yasaklanmis ve sadece kiiciik atélyede tiretip oradan alinsin
denilmis bu sayede hem atdlyelerde daha cok iiretiyorlar hem 6zelligi korunuyor
hem insanlar daha cok aldikca fiyati makul oluyor.Oyle Bir sey burdada makul
olmaz mu.

A: Bizde zaten seri iiretim yok.

B: Ama iirettiginiz bir seyin tepsinin vazonun daha ucuz versiyonu da var.

A: Giimiis kendisi ¢ok yiiksek bir maden oldugu i¢in bizde o fiyatiyla ilgili
bizimle ilgili degil.

B: Ama bakir var piring var.

A: Bu konuda Bir sey soyleyemiyorum aslinda ama onlarda ¢ok fazla gitmiyor.
Ben inaniyorum ki giimiis onlardan ¢ok gidiyor. Onlar zaten turistik amagli oldugundan
i¢ piyasada zaten tiiketilmiyor.

A: Ben ne bileyim glimiigiin tanitiminin ¢ok eksik oldugunu diisiintiyorum.

B: Ben mesela genglerin Oniine iki iirlin koydum yanya ikiside ayni iiriin biri ucuz
ve biiyilk magazalarda satilan digeride 6zel iiretim ¢ok fazla islemesi var onlar 6tekini
seciyor.

A: Simdi soyle Bir sey var glimiisiin daha ucuz olmasi isteniyorsa ayari
diisiiriilebilir.22 ayar bilezik var 18 ayar1 var 14 ayar1 var glimiisiinde ayn1 sekilde ayar1
diisiiriilebilir glimiis degerini kaybetmez giimiis gene glimiistiir su anda 925 c¢alisiyoruz
900 de calisilabilir 800 de calisilabilir bundan 30 sene 6nce biz 800 c¢alisiyorduk gitgide
bu 925 e ckt1 yiiksek ayara daha ¢ok talep oluyor ama dedigim gibi bu glimiisiin bugiin
burada durmasinin satilmamasinin nedeni fiyat1 degil bize en ¢ok sikayet karariyor diye
geliyordu ama sadece o degil ¢linkii bakin kizim 6nemli bir Amerikan sirketinde galistyor

tutup bir tane plaket yapmislar tabak cumhurbaskanina hediye edecekler ellerinde

186



kirlenmis beni ariyor nasil temizlicez diye sonra 6grendim ki piring. Dedim kizim
koskoca cumhurbagkanina nasil piring hediye ediyorsunuz dedi giimiis yasak almiyorlar.

B: Giimiis yasak m1?

A: Riigvet gibi olacak liikks degerli diye. Ama siz bir meslek grubunun figini
cekiyorsunuz bdyle siz onu alin evinize gotiirmeyin devletin elinde kalir kalkip bunu
evinize gotliirmenize gerek yok Azerbaycan da cumhurbaskani Aliyev in emri ile bu isi
O0grenmek istiyorlardi. Burdan gittim sekiz ay orada egitim verdim milyon dolardan fazla
para harcadilar bu isi 6grenmek igin.

B: Universitede?

A: Hayir darphanede kendi biinyelerinde. Darphanede boliim agtilar 15-20 kisi
bize verdiler biz de onlara sekiz ay egitim verdik bizim burda ise goziimiiziin 6niinde
gitgide yok oluyor hi¢ kimse tinmiyor hig bir {iniversite ilgilenmiyor.

B: Biz iste geldik.

A: Oziir giliyorum ama benim anlattigim pozisyon sdyle o orsiiyle cekiciyle
Azerbaycana gittik birde bizim meslegin sOyle bir 6zelligi var onun ¢ekici ve orsii
satilmaz hi¢ yoktur sanaatkar o ¢ekici ve Orsii kendisi yapacak.Ciinkii yaptigimiz is
ekstrem bir i3 yapiyorsunuz normalle olmaz nasil olacak onu siz kendiniz
yapacaksimiz.Bu kadar ¢ok yonlii bir meslek Azarbaycan da biz kalktik bana demir
atOlyesi agtilar.Dedim ki bana bir tanede yer lazim demir ¢elik iizerine orayada ben ¢elik
ors yaptyordum ondan sonra giimiis atdlyesine gidip orada isliyordum.Ug kisi iki kisiyide
kendime yardime1 olarak gotiirmiistiim stire kisith oldugu i¢in bide yani bir kisi bile ¢ok
yonlii yapabilecek olan bir kisi bile bir liniversite de bu isi yapabilir.

B: Biz bile bu dersi yapabilmek i¢in zorlaniyoruz.

A: Ama soyle Bir sey var ben 1srarla sOyledigim o meslek i¢in 6grenci
bulamazsiniz neden ¢iinkii her 6grenci meslek secerken gelecegini diisiinerek yapiyor ee
biz burda hepimiz agiz o yetisecek olan arkadas potansiyel bir a¢ olarak gelecek adam
manyak m1 yani .ilk 6nce bu isin 6niinii acacak bana gorede devletin yaptiginin tam tersi
el sanatlariyla bazi indirimlere gidecek diyecek mi mesala el sanatlar1 olarak kabul edilen
su meslek grubundan alan sirketleride %18 degilde %10 olsun yani bir giimiis el
sanatlarini alip birilerine hediye olarak dagitmasi i¢in o sirketlerin tesvik etmesi lazim.

B: Aslinda Tiirkiye de ¢ok satmiyor dedik ama diinyada da giimiis su aralar ¢cok
moda oOzellikle glimiis tlizerine o akdar cok iiriin ¢ikiyorki artik tasarimcilar artik
atolyelerde iiretim yaptiriyor ¢ok iinlii tist markalara onlar yeni iiks haline geldi. Tiirkiyede

bakiyorum yaptiklari o giimiis esyada samdan degil de belki hi¢ gérmedigimiz sekilde
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Bir sey yapiyorlar sonugta farkl.

A: Isim vererek sdyliiyorum siz bunlar1 agiklamak zorunda degilsiniz.Bundan 5-
6 sene once Karolin Ko¢ rahmetli Mustafa Kog iin esi o geldi benim atdlyeye haremlik
diye bir firma kurmuslar bu c¢essitli elle ilgili bir tasarimlar yapiyorlar kahve kasigi
istediler benden.Ama bir 6lgek bir kisilik bir fincanlik olacak sekilde.Nasil birka¢ tane
cizimlede gelmisler nasil birseyler yapabileceklerine dair 15 dk da bunlara 8-10 tane
model kasik yaptim ben.

B: Sonra onu ne yaptilar.

A: Bu da belki benim hatam biz boyle seyle iiziilmeyiz yardimci olamya
calisiriz.Bu sefer kullanmaya calistilar bana sunu da yap bunu da yap dedim paras1 hele
bir begenelim. Kusura bakmayin dedim ben sizinle ugrasamam sen nasil bir adamsin
dediler ee dedim boyle olmaz ki yani.

B: Parasin1 vermeden sey istiyolar.

A: Begenirsem alicam.Ama ben sizin i¢in ugragiyorum bunu.

B: Bende tasarimciyim bende aynisini yasiyorum.

A: Bizim Yahudilerin yahudiler burda 6-7 fabrika agmislar giimiis iizerine ne
kadar ¢ok is yaptiklarini tasavvur edemezsiniz.Miithis ¢alistyorlar geceli giindiizlii. Yanda
calisan arkadaslarimiz var diyor ki ben eve gidemiyorum bunaldim diyor.Az dnce sizin
sOyledigini seyyapmis oluyorum bunlar birazda inanglar1 geregi kullaniyor glimiisii dini
konularlada ama bilmiyorum.

B: Ben sunlar1 bulmustum su vazo mesela o akdar pahaliki fiyat.

A: Glimiis mii o.

B: Bunlar1 hepsi glimiis.Yani bdyle seyler yapiliyor alicisi az ama o kadar ucuk
fiyatlara satiliyorki.sadece iiriin ve iscilik degil sey degeride var.Su mesela liiks bir iirlin
oldugu i¢in aslinda eve koymalik kullanmalik da degil ama.

A: Simdi evde kullanmalik ¢ok giizel seyler yapiliyor ev dekorasyonunda
kullaniliyor.illaki evde kullanacagimz sey bir tek tabak ¢anak degil yani.

B: Bir de seyi soracaktim onu unuttum.Giimiis su an da liikks mii sizce 60 y1l 6ncesi
kadar mu liiks?

A: Degil aslinda.

B: Aslinda liiks konumu azaldimi ama arttida diyebilirz daha az {iretiliyor.

A: O biraz gorece mi diyeyim yani kullanan azaliyor.Bizim miistelerimizin yiizde
80 1 altmis yas Tstii.

B: Peki burada iiretilen {iriinlerin kendisini farkli iiretsek bu sefer daha ¢ok taninip
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daha ¢ok satilir m1 mesela.Sadece tanitima mi1 bagh?

A: Ben simdi giimiisiin antibakteriyel 6zelliginden dolayr su damacana sular
aliyoruz ben kalktim ITU de bir kimya fakiiltesnde bir hocay aradim dedim hocam ben
bir glimiis siirahi getirmek istiyorum onda bir analiz yapilmasini istiyorum giimiis i¢ine
bakteri dolu bir siirahiyi koyun bakalim gercekten oldiiriiyor mu ben bdyle bir deneye
yapmak istiyorum. Deney yapmaya gerek yok dedi 6ldiiriir. Ama dedim ben bunun ne
kadar siirede yaptigin1 6grenmek istiyorum. Dedi ne kadar ¢ok olursa olsun sekiz saniye
icinde Oldiirtir. Ben dedim hocam ben bunu getireyim deney yapilsin raporunu almak
istiyorum bizim bdyle seyleri bilinmeyen seylere yapiyoruz bilinen seye yapmiyorum
dedi. Ne kadar 1srar ettiysemde adami1 ikna edemedim bende bunun iizerine eve bir tane
siirahi yaptim aldim eve gotiirdiim dedim ki madem 8 saniyede bir tane bakteri bile
kalmiyor. Bir de s0yle Bir sey var internette arastirisaniz goriirsiiniiz bilinen en kuvvetli
antibiyotik yalan sdylemiyim 8-9 tane bakteriyi 6ldiirebiliyor mu giimiis tek basina 600
tane bakteriyi 6ldiirebiliyormus ve ¢ok daha kisa bir siirede .Internette ben bu seyleri cok
karigtiridm gerg¢i elimde yok simdi bilgisayar. Eve gotiirdiim siirahiyi damacanalar ne
idiigii belirsiz sular ne kadar alsak da pis olduklarini biliyoruz. Esim kullanmadi bir
iki ay kaldr al gotiir dedi bununla m1 ugrasacagim.Para yok kullanilmiyor.Giimiis
kiiltiiriic. baska Bir sey fiyatina takinlmasin giimiis Kkiiltiirii bizde yok
kullanmiyoruz.

B: Fiyatlar ¢cok degil zaten kullanmiyoruz.

A: Eve gotiirdiim yahu.

B: Ama esiniz bile kullanmiyorsa.

A: Boyle Bir sey yok. Aldik kullanmadi ben bununla m1 ugrasacagr mdedi al
gotiir.Simdi dedigim gibi bagka bir sey yani: insanlarin goziine soka soka insan saghgi
icin ¢cok onemli bir metal oldugunu ilac .Gegenlerde kizim paylasmisti ilag agababalari
mi1 diyim mafyasimi diyim onlarin agirliyla gimiigiin tip alaninda.Eskiden giimiis tip
kullaniliyormus. Napolyon glimiis matarida askerlerinin su tagimasini zorunlu kiliyor.
Misir firavunu mu ne seyine giimiis borularlar suyu baglattiriyor. Bunlarin hepsi
hastaliklardan korunmak i¢in. Veba salginin da giimiis kullanan insanlarin bu salginlardan
etkilenmedigini yaziyor bir¢ok kaynak. Bugiin bile doktorlar ¢ok biiyiik yaniklar1 glimiis
folyoyla sartyorlar antibakteriyel yoniinden. Antibakteriyel ¢orap iiretildi ayakta mantar
olusumunu engelliyor giimiis igerikli. Bir donem antibakteriyel buzdolab1 falan filan
hepsi glimiis icerikli ama bunu insanlarimiza anlatabilirsek kullanma yoniinii gelistiririz

fakat bana amag¢ giimiis kullanmak olmamali illaki giimiis kullanicaksiniz da ne olacak o
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zaman sanayiye doniisiir teknolojiye doner makinelerde preste takir takir basarlar ayni
celik yapar gibi yine el sanati 6liir. Burada amag el sanatlarini1 yasatmak ise el sanatlartyla
ilgili olan seylere devlet tesvik verecek hediye olarak sirketlere diyecek ki el sanati bunu
kategorilere ayiracak bu isleri alanlara iste vergisinden mi kdv sinden mi bi yerinden bir
sekilde bir sey yapmali.

B: Son yillarda size bir siirli sey geliyormus sanirim trt den belgesel ¢ekmeye
gelmisler yada fotograf ¢ekmisler bu handa bir siirii insan bu handa internete koymus.

A: Onlar kendileri ¢ekip koymuslar. Trt belgeselinde beni gormiissiintizdiir. O
benim di benim atdlyede cektiler.

B: Onun hakkinda ne diisiiniiyorsunuz.

A: Birsey soylicem onun cevabin siz verirsiniz.Ben bu Azerbaycan hikayesini
anlattim dedim bdyle bdyle ¢ok biiyiik paralar yatirdilar biz dedim 6-7 bin kisiydik simdi
300-500 kisiye diistiik simdi gitgide yok oluyoruz.

B: 7000 kisi ne zamand1?

A: 90 I yillard1.Simdi 300kisi vardir yoktur.Uye saymmiz galiba 80-90
kisi.Arkadas geldi hatta neden geldigini sdyleme ihtiyact duyuyor adam bana dediki
kameralar1 kurdu anlat dedi usta ne anlatacaksin dedi.Ben dedim ki birden esti neyini
anlatayim canim efendim, gayri diizen tutmaz telimiz bizim , derdimi anlatsam ummana
sigmaz , omuzdan kesilmis kolumuz bizim .Yapimci ondan sonra gondermis ¢ekim
bittikten sonra git bu arkadas bi siir daha okusun onun i¢in mi geldin dedim evet.Surda
bir yerini yapimci kesti dedi siz dediginiz ya Azaerbeycana gittik iste gitgide yok
oluyoruz. Niye dedim abi iste dedi Trt iktidarmn kanali dedi burda dedi Iktidara dedi sey
var sikayet var . Dedim ya bu serzenisti dedim sanatkarin bir serzenisti dedim ben dedim
ben biliyorum hiikiimetin kanali oldugunu kelimelerimi segerek kullandim ne
diyeceksiniz ki buna.

B: Bu internette mesela Istanbul zanaatkarlar1 diye bir site kurmuslar Istanbulda
zanaatla ulasan insanlarin adreslerini verip tasarimcilar ve iireticiler faydalansin diye bir
harita koymuslar mesela o tiir seylerden ne bileyim bir katki saglar mi1?

A: Ben sey yaptim hatta gecen geldi vidyosunu cekti arkadas devlet sanatgisi
yapiyolarmu gidip bazi seyleri verdiginiz zaman kaykisi nedir bilmiyorum dediklerine
gore bir yesil pasaport veriyormus.Faydasi nedir bilmiyorum.Onlar1 yapacagina biraz sey
yapsalar bu sanat1 gelistiricek birseyler yapsalar o zaman 6grenciler bu meslekte bir 151k
var ben bu meslegi 6grendigimde gelistirdigimde gelecegimi garanti altina alirim diye

diisiiniirse 6grenci de yetisir. Az 6nce deminden beri anlattiklarim iiniversite de okullarda
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istediginiz kadar agin talep gelmez yani insanlar orada geleceklerine yonelik bir 151k
almalilar ki gelip yapsinlar.

B: Peki bizim burada yaptigimiz is hakkinda ne diistiniiyorsunuz?

A: Cok begeniyorum.

B: Bunu o kadar zor yapiyoruz ki okuldan izin almak zor ceza verdiler.

A: Bizim soyle bir durumum var. 40-50 senedir aym yerdeyiz ayni isi
yapiyoruz aym beyinler hep birimizden etkileniyoruz siz tamamen farkh bir
diinyadan geldiniz tamamen farkh beyinler otomatikman daha farkh seyler ortaya
cikiyor.

B: Size tasarimcilar ben boyle Bir sey yaptirmak istiyorum diyor mu? Bize 2
kisilik bir grup gelmisti onlar mesela giimiisten degisik seyler yapiyordu.

A: Bazen geliyorlar bizden fikir aliyorlar Bir sey yaptiriyolar. Bir ¢izim getirmis
bizden farkli seyler goriince Bir sey elde etmeye calisiyor.

B: Geng tasarimcilar belki size iiriinlerle gelse beraber yapsaniz belki dyle bir
ilerleme saglanir. Bu tanitim isini bilemiyorum.

A: Bundan bir ay 6nce fuar vardi kuyumculuk fuari. Tasarimcilarin oldugu bir
bolim vardi Design market diye beni oraya davet etmislerdi ben orda birseyler
yaptyordum ama orada yapilanlarin hepsi takiydi. Taki ¢ok rahat evde herkezin
yapabilecegi tiirde. Penseyle eg biik bisey kes yapilabiliyor. Bizim isimiz ¢ok sira dis1
onlara gore. Ondan dolay1 dedim ben kendi kendime bir-iki tane sey yapayimda Bir sey
gorslinler. Direk mese yapragint alip doktiim ben bi iscilik yapmadim buna ama
sunlari...Yani diyecegim o takicilarin yapabilecegi herseyi yapariz ama kocaman 5 10
kiloluk gondollar1 da yapiyoruz. O nedenle bu yazik olacak bu meslegin gitmesi.

B: Biz de ugrasiyoruz yazik olmasin diye.

A: Ama bunu devletin yapmasi lazim

B: Tabi devlet yaparsa olur da ona da biz bir sey yapamiyoruz.

A: Hatta ben bizim dernekteki arkadaslara dedim ki bizim bir PR sirketiyle
anlasiip onlarin kamuoyu olusturmasi lazim. Kamuoyu olusmadan birseyin
olabilecegine ben inanmiyorum.

B: Peki burada film ¢ekilmesi bile bir katkida bulunmuyor mu?

A: Omlar yillardir gelip yapiyor ama...Bundan birka¢ sene dnce Papa gelmisti
TR’ye, tuttu cumhurbagkani bizim yaptigimiz bir siirahiyi ona hediye etmisti. Belki 10-
20 sene sonra bdyle bir sey olunca gidip italya’dan m1 Fransa’dan m1 alir onu, yle hediye

eder. Yada biz gidip Azerbaycan’da 6grettik ya, gider onlardan alirlar. Ama bizim bir
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sekilde bunlar1 onlara anlatmamiz lazim.
A: Tasarimla ilgili ..Kafanizda tasarladiginiz birseyin aletleri olmayabiliyor. Yani
kuyumcu malzemeleri satan yerleri dolagirsaniz dyle bir alet bulamayabilirsiniz, onlar

biz yapariz. Kendi aletlerimizi de kendimiz yapiyoruz yani.

B.4. Garo Kiirkgiigil
Location: Ming Silver Workshop, Date: 23" May 2017
B: Berilsu Tarcan

G: Garo Kiirkgeiigil

B: Kag senedir bu isi yapiyorsunuz?

G:35 ..

B: Kuyumculuktan sonra buna dondiiniiz. Peki kuyumculukla bunun farklar
neler?

G: Burda pargalar objeler biiyiik. Orda daha kiiciik parcalar var kuyumculukta el
151 herseyi evinde yapiyor ama burda .. ayr1 yerde.Pargalari ... yapiyor.Daha 6nce kuyum
at0lyesinde islemeyi de eritmeyi de icerde yapabiliyorsun yani her isini kendin
yapabiliyorsun.

B: Daha once konustuklarim kuyumculukta el isi o kadar 6nemli degil ama
makinayla yapiyorsun diger islerde el isi daha 6nemli.

G: Eskiden degildi simdi dyle oldu soyle soyliyim 20 yilda baya bir sektor
ilerledi makineler ¢ikt1 vesaire kapasitesi olan.. makineyle calisiyor makine ahyor
ama halen el isi yapan atolyeler var az da olsa var. Onlar da is yapiyorlar 6zel siparis.

B: Peki simdi bu yaptiginiz islerde 40 yil 6ncesine gore ne tiir farkliliklar var
sadece say1 olarak degil de bir samdan istiyorlar diyorlar diyelim onun goriiniisii olsun
irlinlin kendisi olsun iistiindeki siisleme olsun bir degisiklik var m1 yoksa hala 40 sene
oncekiyle ayni seyler mi isteniyor?

G: Soyle aym1 bu yaptigim asamalar ayn1 ama modeller degisik yani modern
olanlar var italyan kakmalar var.

B: Yani mesela kakmanin tiirli mii degisti? Tirii derken diyelim ki bitki ¢icegi
yaptyordu simdi bagka bir formu yapiyoruz mu?

G: Giil olurdu Bektasi dedigimiz Yalama dedigimiz modeller vardi simdi

irettigimiz modellerde italyan kakma ince kakma kalem isciligi gibi ince kakmalar

192



var suan daha ¢ok tercih ediliyor.

B: Peki iiriin olarak bir degisik var mi1?

G: Modeller c¢ogaldir ¢iinkii eski modeller demode oldu klasiklesti simdi
insanlar daha degisik seyler ariyor.

B: Ne gibi?

G: Samdan.Sade model samdanlar iirettik.

B: Sade model simdi daha ¢ok tercih ediliyor yani

G:Veya ne diyim ¢izim yapan tasarimci kisilerde geliyor yapar misin diye. Yaptik
ama ne kadar tercih ediliyor satilmas1 matilmasi ¢ok degil.

B: Anladim.Peki sizce bunlar eskiden daha m1 liikstii yoksa simdi mi daha liiks
olmaya bagladi1?

G: Simdi daha liiks insanlarin alim giicii azaldi liikslesti. YAni soyle soyliyim
evvelden her diigiin yapan kiz tarafi erkek tarafi birbirlerine sekerlik veya tepsi
gotiiriirlerdi suan cam tercih edenler ¢ok.Parasini diisiiniiyor.

B: Sadece maddi acidan mi1?Bazi konustuklarimda kiiltiir fark: var diyor.

G: Kiiltiirii de kaybediyoruz.

B: Peki bunun i¢in tanitimin m1 daha ¢ok yapilmasi lazim yoksa nasil Bir sey
lazim yoksa insanlarin kiiltliriiniin mii degismesi lazim.

G: Reklamla olacak Bir sey art1 giimiislin yararlarini antibakteriyel bir madde
olusu.Artik insanlar ...

reklamlar yapmak gerekiyor.

B: Eskiden promosyon sirketlerde giimiis seyler sdyliiyormus sonra onlar
yasaklanmis.

G: Yasakland1 .Yasak 94 doneminde yasaklandi. Insanlar hediye alir vergiden
diisebiliyorlardi sonra ...yasaklandi. Yasaklandiktan sonra sirket miisterilerimiz
yasakland1 bizim.

B: Peki mesela 10 yil sonra sizce ne tiir degisiklikler olabilir. Siparis verilen
tirlinler ayn1 olabilir mi azalir mi1?

G: Kasa aym olur diyim ama goriiniisii motifler degisebilir goz ahsiyo o
modele eskiyor yeni versiyonlar ¢ikabiliyor. Ama eskide kaybolmuyor katologlarda
yeniler var gormeyen insanlar var mesela onlar alabiliyor.

B: Samdan daha m1 ¢ok su an isteniyor yada bardak daha fazla satiyor dyle bir
farklilik var m1?

G: konusursak heniiz o sey kaybolmus degil .Tepsi veya sekerlik nisanlarda
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diigiinlerde aliniyor.Baz1 insanlar bunu almak istiyorlar aslinda biiyiik par¢a degil de daha
kiiclik gramaj olarak kendi biit¢esine uygun en kiigiik olani tercih ediyorlar.

B: Peki dis piyasada?

G: D1s piyasada yani Amerika da Israil de onlarin kiiltiirii heniiz devam ediyor ve
ihracat olarak oralara calisiyoruz bir sikint1 yok.

B: Mesela 5-10 y1l sonrada devam eder diyorsunuz?

G: Evet Insallah.

B:Peki simdi yaptirdigimiz projeler hakkinda ne disiliniiyorsunuz. Satip
satmamasi olarak degil zaten ona hi¢ bakmiyoruz biz.

G: Satabilir.

B: Satmasa da olur.

G: Arkadaslar eller alisti en azindan aletleri 6grendiler nasil oldugunu
nerden baslayip nasil bittigini 6grendiler.El becerisinden ¢ok nerden bashyor nasil
iiretiliyor anladilar.Bu tabii herkezin ... el becerisi daha farkh diyecek birseyimiz
yok kabiliyet ciinkii yine de giizel seyler c¢ikar ortaya.

B: Ama mesela sey yaptiriyoruz ya biberlik tuzlu ya da tepsi falan yaptiriyoruz ya
onlarin hakkinda ne diisiiniiyorsunuz yada dnceki projeler sag tokasi falan yaptirdik?

G: Yani bence bize yakin isler daha ¢ok mutlu ediyor bizi en azindan bizim
bransimiza geliyor.Tokayla pek ilgilenmiyoruz ama.Modern bir tepsi.

B: Biz sey istiyoruz bende mesela aliyim onu evde kullanabileyim ¢iinkii
siislemeli islemeli bir seyi geng bir insan evinde kullanmak istemez. Ama geng ...

G: Bunun mesela belirli ¢izleri var isleme yapilmadan da kullaniliyor bu ... Zaten
kendisi bir goriintii yaratiyor dylede kullanilabilir. Zaten o aciklar1 kapatmak lazim bazi
sey cok diizdiir o motifle islemeyle onu bir sekle sokuyorsun gorsel agidan bazi seylerde
de model bellidir ¢izgileri vardir kendi ¢izgileri sade direk bitirebilirsin bu o sekil olmus.

B: Evet zaten Oyle Bir sey istiyorduk.Bu yaptiginiz seylerde daha sey konustuk
giimiisii artik gencler hi¢ almiyor .Neden almiyor?

G: Benim gorilistim ¢iinkii gencler okuyor bir meslek sahibi oluyor is hayatina
atiliyor annelerimizin giinleri olurdu ... bunlan sergilicek bir yerleri vardi ¢ikartirdi bak
bunlar1 aldim biraz o havalar vardi yani birde bununla ilgilenmek lazim bunun bir .. olur
giimiigliik dersin ¢ikartirsin ara sira silersin edersin kendi evimizde bile bunlara yerimiz
yok. Evde 2 tane sekerlik var kararmis esim calisiyor.

Ev hanimlar artik ¢alisiyor calisinca da bu tip seyler kayboldu.

B: Karariyor bakimini yapamiyorsun?
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G. Bakimimni yaparsin da. Bir siirii etken var 6nce maddi sonra hanimlarin evde
olmamasi is hayatinda olmasi sonra hirsizliklar bunlara etki adam aliyor glimiisii gecen
bir y1l evvel buraya bir avukat geldi baska Bir sey icin geldi adamin evinden samdan
sekerlik tepsi hepsini calmisglar bir tane tek bir samdan kalmis keske onuda alsalardi diyor
ben simdi buna nasil es bulacagim diyor.Bir tane ¢ok giizel bir sey begendi onuda gelip
calarlar diye almadi.Bir siirii etken var ama 6nce ekonomi sonra kiiltiir kayboluyor.

B: Bu hana film ¢ekmek i¢in geliyorlar yada arada Trt den gelip ¢ekim falan
yapiyorlar m1 yada fotograf ¢ekmeye geliyorlar bunlarin hani bir etkisi oldugunu
diisiiniiyor musunuz?ne diisiiniiyorsunuz?

G: Bu film yapanlar daha once reklam da oluyordu atélyelerin magazalarin
bizim ... falan ... gorsel giizel Bir sey ashinda reklamimiz oluyordu veriyorduk
kullamiyorlard isleri bitince geri aliyordu. Biz vermedik belki ama baz1 arkadaslar
vermisti.B u sekilde bir reklam oluyor ama onun disinda simdi giimiis reklamina
baksam ben ne yaparsam yapayim bu isi canlandiracagim diisiinmityorum. DAha
once bazi diikkkanlar yapti giimiis olarak reklam verdiler benim iste rehberim vardi
3-4 sene para odedim altin rehber diye hep parayi verdiniz mi iste o sekilde kaldi bir
ilerleme kaydedemedik reklamdan.

B: Diinyada da bu giimiis esyalar yine moda olmaya basladi ne bileyim siisli
seyler degilde degisik tipli seyler ... .... ...

G: Bu ise alternatif biblolar ¢ikt1 biblolarin i¢i polyester ama dis1 giimiis
kaplama... Bunu mesela glimiis diye satiyorlar .Bu giimiis diyor. ...

B: Anladim

G: Bu .. simdi bu pirin¢ bu hammadesi .. giimiisiin hammedi aym sekilde
2000 lira bunun iizerine gelen isicigi soylemiyorum buna bir giimiis katlama
yapiyor.Giimiis diye degil belki bi kandirmaca yok ama ... bu da olabilir ...
kaplamasi olsun kaplama giimiis kaplama olacak sekilde.

B: Mesela iste soyle seyler .. mobilya degil de .. modern olan seyler evet.

G: Onlan c¢izcek arkadaslar bu tarz seyleri ¢izcekler yapilacak.

B: Belki dyle olacak.Bir de sey de var internette bazi yerlerde Istanbul daki
zanaatlar diye bir internet sitesi yapmis kaydetmis bazi yerleri ama burda sey var bir is
yapmak icin sonugta hana gidiyorsun ve handa bir hani bir iletisim i¢inde bulunmak
zorundasin.Bu internete konulan seyler size bir faydasi oluyor mu?

G: Internete koyulan seyler?

B: Liste yapmis mesela Istanbul daki zanaatkarlar icin, ahsap icin nereye gitmek
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gerekir dyle bir harita koymus.

G: Hig bi zarar1 yok bence yapilmasi gerekiyor.

B: Peki bu gelen tasarimcilara ne kadar geldi ya da bir kere gelen bir daha gelmedi
yoksa siirekli gelip gidiyorlar m1?

G: Gelen tasarimcilar bir seyler tasarhiyor tabii yapiliyor bunlar
beklediklerini bulamiyorlar satis acisindan.

-Gegenlerde bir tane bayan geldi ... Ben onlarn kestim ... ... lazerle de
kesmedim. Ondan sonra bir de bana sey yaptirti bambudan bir arkadasim
yonlendirmisti ... kii¢iik bir ditkkan yaptik ettik damlasim1 da yaptik bir daha geldi
aldi ne de bir daha ugradu. ... (telefon)

B.5. Garbis Gedikoglu
Location: Rose Silver Workshop, Date: 25" May 2017

B: Berilsu Tarcan

G: Garbis Gedikoglu

...Okullan var veyahutta ciraklarla simdi ¢irak gelmeyen meslek ne olur?
Oliir yani gecenlerde aynisi

B: TRT gelmis bir belgesel falan birseyler ¢cekmis kaybolan sanatlar onlar
birkag¢ sene oncede cekmemismiydi oyle Bir sey giimiisle ilgili

G: Sey icin ticaret odasina basvurmustuk kaybolan sanatlara alinsin
giimiisciiliik diye de onlardan bir haber gelmedi yani ¢irak olmayan is Maalesef en
sonunda bitiyor.

B: Peki simdi elifnazlarin yaptigi isler hakkinda ne diisiinlirsunuz yani sey
calisiyor calismiyor olarak degil de yani {iriin olarak

G: Insallah yarmn bir giin marmara iiniversitesinden dgrenciler gelecek gordiin
mii? Onlarda marmara iini. De kuyumculuk ve tasarim okuyorlar.Yiiziik falan yapmislar
mumdan doktlirmiisler onu yazinda ¢irak olarak gelebilir miyiz diyor .Dedim yani 1-2
kisiyiz dedi sOyleriz dedim sigorta yapamazlar dedim iki ay i¢in kimse yapmaz dedim.

B: Neyse ki bizim okul yapti.

G: Simdi buraya 500-600 lira para bide gelenin cebine 1-2 ufak bir har¢lik

koycaktik ama simdi sigorta yaptirmayinca adam agir geliyor birde yazin 6lii sezon olarak
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geciyor istiyen olursa bir-iki kisi dedim siz gelcekmisiniz elifnaza “yok dedi bizim
stajimiz yok” dedi.

B: Onlar gelirlersede hani 4-5 giinliikk gezi staji diye geliyorlar dyle 1-2 ay
gelemezler baska stajlari var.

G: Onlarda 6yle dedi bagka stajimiz var dedi iyi dedik siz bilirsiniz dedik.

B: Yoksa buraya gelmek istiyorlardi aslindada biz izin vermiyoruz

G: Sey yok mu sizin okulda liste nerede staj yapacaklarinin listesi.

B: Yok biz saglamiyoruz onu kendileri buluyorlar.

G: Mesela kizim benin Istanbul Teknik {iniversitesinde liste vermisler burdan bir
yeri se¢ diye.Oglum Itii de staj yapacagi zaman burdan se¢ diye bir liste vermisler bende
diistinliyordum ki sizin okulda da vardir o.

B: Yok soyle mesela itii ve odtii de var ama bizim yok mesela benim mezun
oldugum okul AU de bizde kesinlikle yoktu nedenini sdyle aciklad1 hocalar zaten biz is
hayatinda biz kendi kendimize bir yer bulmak zorunday1z tasarim diinyasi dyle Bir sey o
yiizden simdiden bulmaya baslayin ki onlarin ¢ocuklar1 gibi bisey olmasin diye.Onu
mesela dogru dediler ben mesela Ispanya da buldum yani.

G: Diisiiniirsen o da mantikli.

B: Iste yani bdyle yani .. yapiyor anca. Neyse ne sorcaktim ben onu unuttum
simdi.Bizim bilgide de $0y oldu mesela Bilgi biraz muhalif bir yer ya mesela bu projeyi
yaptirabiliyoruz. Yoksa ¢ok zor yani {liniverside de disarda is yaptirmak ¢ok zor.Ceza
gelmis ve tiniversitenin 6grenci sayisini kesmislerki daha az para kazansin. Okul dis1
proje yaptirmak ¢ok zor. Sigorta yaptiriyoruz mesela art1 okul disinda oluyoruz ya mesela
onlar ¢ok zor. Onlar biitiin giin okulda oturalim kitap agik bekleyelim istiyorlar. Neyse
ben ne soracaktim... is bu giimiisten iirettiginiz seyler on sene 6nce daha mi fazlaydi ne
tiir farkliliklar goriiyorsunuz.

G: On sene oncesi daha fazlaydi yirmi sene oncesi daha da fazlaydi gittikce
azaliyor. Biraz da bu neyin etkisi biliyor musun. Evvelden sirketler hediye veriyordu
giimiis seyleri simdi maliye 2013 yilinda m ne bi kanun ¢ikardi giimiis hediyeyi
kaldirdi. Giimiis yerine 500-600 lirahk gomlek veriyor ama giimiis veremezsin
giimiis vermek yasak diyor. Ne oldu bize etkisi oldu sirket dediginiz zaman bir liriiniinii
aldig1 zaman 100 parca 150 parca ayni iiriinden istiyor ben sunu yapiyorum farz-1 misal
sunu yapinca 150 par¢a birden yapiyorum degisik degisik yaptigin zaman daha zor
yapiyorsun ama 150 parca birden yaptiZin zaman daha hizh daha kolay

yapiyorsun.Maliyeye tekrar soyledik bunu saapin diye ama islerine gelir mi
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artik.Maliye bakanh@inin... ¢iktt m1 yaparsa yapar hep bizim faturalara bakarsin hep
sirkettir o zaman herkes sirketlere ¢alistig1 icin daha fazla fatura kesiyordu.

Sene boyunca 12 ayda 8 tane fatura ancak kesebildim.

B: Peki size tasarimcilar falan gelip ben bunu iirettirmek istiyorum diyor mu? O
nasil oluyor ? Cok mu az?

G: 1-2 sefer yapiyor Bir sey olmazsa satmazsa yaptirmiyor ama ondan sonra
onlar satarsa geliyor gidiyor iste baska Bir sey yaptiriyor.

B: Peki daha ¢ok satmasi i¢in sadece tanitim mi1 lazim yoksa tanitim disinda Bir
sey lazim m1?

G: Yani hem tanitim sart hem reklam sart. Yani tv de bunun reklami lazim.
Mesela giimsiin antibakteriyel 6zelligi var cok ¢ok ozelligi var. Ayagindaki egzamayi
giimiis coraplar falan gotiirityor kan dolasimin falan bozuksa giimiis ¢orap giyince
gotiiriiyor. Eskiden zengin Istanbullu ailelerde vardi yeni dogan ¢ocuklara bundan
kaplarla yedirirlerdi niye yedirirlerdi antibakteriyel mikrop kapmasin
rahatsizlanmasin su olmasin bu olmasin diye ama simdiklerin hi¢biri bilmedigi icin
bunu yapmiyor

B: Duydunuz mu soyle bir terim ingilizcede iste giimiis kasikla dogmak diye.

G: Duymadim.

B: Yabancilarda aym sey var giimiis kasikla dogmak zengin ve rahat bir
aileye dogmak anlamina geliyor ¢ok ilgin¢.Tiirk¢ede yok herhaldi oyle Bir sey

G: Hi¢ duymadim.ama yani giimiis kullamlacak aile kiiltiirlii bir ailedir
giimiis kullanmayanda degildir bana gore ¢ok yani biz bunlarin professorii degiliz
yani ama giimiis kullanmayan aile bana gore Kkiiltiirlii aile degildir.Bizde
kullanmiyoruz yani bizimde o kadar Kkiiltiiriimiiz yok ama ne bileyim simdik bu
para hiikiimetten dolay: el degistirdi ya mesela eski zenginler geliyo iste torunlari
falan giimiislerini satiyor.Ellerinde ne giimiis var abov.Bizim evde 2 seekerlik bir
tane tepsi var.

B: O da ilging.

G: Giizel par¢aydi aldim gotiirdiim onun i¢in. Ama zengin gibi her hafta 1-2 tane
giimiis gétiiremiyorsun ki.

B: O da dogru aslinda hi¢ onu diislinmemistim ama bizde tasarimciyiz ama
evimizde Oyle tasarim seyler kullanmiyoruz iste en ucuz sandalyeyi kullaniyoruz benim
evde koltuk yok en ucuz neyse onu aliyoruz dyle bir sey de var ama bu giimiis su an daha

mu1 liix Bir sey yoksa daha m1 az liiks Bir sey.
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G: Giimiis artik liiks Bir sey degil birde giimiisiin geri doniisiimii var.Bunu
kirdin bozdun geri getir bana sat ben bunu geri alirnm ama su bakir su sar1 ezildi
¢ope atarsin bunu sunun Kilosu 30 lira sunun kilosu 2000 lira.

-(arka plan sesleri)

G: Heee ben ne bileyim iste ya giimiis artik liiksten ¢ikt1 bana gore glimiis pahali
ve ucuz Bir sey bence artik alirken pahali ama sen bunu getirdigin zaman ucuz. $imdi bir
takim elbise aliyorsun beymen e gittin 5000 lira verdin gegerken bi agacta bir ¢iveye bi
dala dokundun kumasi yitt1 gitti ne oldu takim elbise ¢op oldu. Ama bize geliyor adam ....
Su samdan ben diikkani acali 30 sene oldu bu samdan benim ustamin samdani ben
girmeden evvel yapmis damgasi bile artik silinmis surda nm yaziyor.30 sene ben diikkani
actigimi oldu.10 sene ustanin yanina 40sene oldu su samdan en asa 45 senelik samdan
tamir olcak simdi bu noldu adam bunu kullamiyo sonra noluyor getiriyor tamir
yaptiriyor gene kullanacak.

B: Sunu da ¢ekeyim cidden ¢ok giizelmis.

(fotograf cekme arasi)

G: Vidalart kirilmis tamir ettik diizelttik verecegi parayr sordu 200 dedim
100Iriaya yaparsan yap yoksa boyle kullanicam dedi.Su vidalarin hepsi sokiilcek yerine
yenisi takilcak.Hepsi kontrol edilcek vidalarin 100 lira para alicaz her yan1 para olsa ne
olacak ne var miisteri diyoruz adama is yapiyoruz anlatabildim mi.

B: Siirekli geliyor diye.Bu Trt nin ¢ektigi belgeseller falan peki ise yariyor mu?

G: Anlattik biraz.

B: Bir de internete bir siirii video koyuyorlar.

G: Musevilerde mesela hepsinin evinde bardaklar giimiistiir. Neden mesela?

B: Dinen degil mi?

G: Yok saglik amagli antibakteriyel oldugu i¢in ama adamlar sagliklarina 6nem
veriyor parasi da var hepsinin evinde siirahide giimiis bardagida giimiis sarap bardagida
giimiis. Adamlarin maddi durumlart miisait c¢ikartiyorlar veriyorlar biz vermeye
korkuyoruz.2 tane bardak alsak eve 500-600 tutar diyoruz.

B: Bir de internette Istanbul zaanatlar1 diye site agild1 onlar ise yarar m1?Vidyo
cekmisler onu sitelere koymuslar.

G: Nerde bu?

B: Oyle bir harita yapmislar.belki katkis1 olur.

G: Giizel ben onu hi¢ gérmemistim ama.Giizel belki katkis1 olur.

B: Bir siirii video ¢ekmisler mesela zanaatkarla konusup ne olacak diye sonrada
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paylasmislar o videolar1.Bir de diinyada giimiis esyalar moda olmaya basladi tekrar bence
clinkii ¢ok biiylik markalar giimiisten iiriinler yapiyor

G: Simdi ..... var ¢ok Unlii giimiis markasi......... adamlar ona gore tasarim
yapmislar ona goére model yapmislar herseyi yapmislar getirmisler..... biraz da biz simdi
yatirrm da yapamiyoruz para kazanmadigin seye yatirim yapmakta zor oluyor.
Kuyumculara gidiyorsun bakiyorsun adamlar kaynagi firinda yapiyor hig el siirmiiyor
banttan gecip gidiyor.Bizde de var mesela bant ama kimse alip diikkanina
koyamiyor.60binin iistiinde para nasil simdi vereceksin diisliniiyosun tagiiyorsun ortak
alalim diyorlar ortak alcaksin ama benim igimi yaparken bisi yok senin igini yaparken
makine bozuldu sonra ugras dur.

B:Peki boyle giderse ne olcak sizce.

G:10 sene sonra kalanlar gencler yapabildigi kadar yapacaklar vehayutta
avrupadan getircekler.

10 sene once 700 kisiyse simdi 300 kisi kaldu.

-Tabii oda var surda usta sayisi azaldi evelden dedigin gibi hanlar doluydu
giimiisciiler sunlar bunlar simdi topla dedigin gibi 200 -150 kisi ¢ikar ¢ikmaz.

B: Ben seyi gordiim mesela pikap tamircisi 2-3 tane kalmis Istanbul da.

G: Dogrudur ¢iinkii pikap bitti.

B: Hepsi 0yle mi olcak yani yada Oyle olmasina engel olmak i¢in Bir sey
yapilabilir mi acaba.Tabii biz devlete Bir sey yaptiramiyoruz bizim elimizde degil yani.

G: Ben ustamin yanina girdigimde bana sigorta yapcak misin kag para vereceksn
diye sormadim simdi gelen ¢ocuk usta bana ka¢ para verceksin sigorta yapcakmisin
haklarim1 vercekmisin diye soruyor.Bana asgari {icretin altinda verirsen ¢alismam diyor
asgari istiyor sigorta istiyor sen bana ne vericeksin diye sorunca bilmiyorm bakicaz diyor.

B: Devletin vermesi lazim aslinda.

G: Devletin vermesi lazim esasinda devlette sonugta

B: Aslinda simdi el sanatlarina hocalarina tasarim egitimi veriyorlar orda da
kurslar agiliyor bazen ama giimiisle ilgili Bir sey yok.

G: Onun bende farkindayim da ne diyim ben de bilmiyorum ki.Sonu bu isin
pek parlak degil.Mustafa benim yanimda 97 den beri cahsiyor............. Mustafa 44
yasinda ... .. en gencimiz Ali nin yigeni Gokhan 35 yasinda Alican o aresin sahibi oda
ares te cirakti ustasi devretti ona ustasi birakti o sahibi oldu yani ..... yok artik ondan
sonra yapacak bir sey yok .Onlar birde sey ... sunu yapiyor bunu yapiyor ... ama

bizim ... bir de burda simdi soylemek belki yanhs olur ama ... Gayret ustayla
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konusmaktan Tiirk oldun mu sartlar farkh isliyor. Bazen yaninda sigortasiz calistiri
bisi olmaz ama ben burda sigortasiz calistirsam elimden kurtulamam onun.

B: Ama burda tersine avantajina olan seyler yok mu.

G: Ne gibi mesela?

-Onlar isini ylritiir.

B: Ama tarihini okurken .. .onlar yapmaya baslamis ¢ok yayginmis gayri
miisliimlerin arasinda Mesela bizim kurtulus ta da oturuyorlar giimiis¢iiliilk onlarin
arasinda da yaygin bir meslek olarak gegiyor.

G: Evvelden sigorta bakmiyorlardi da.Ben c¢alistiriyim sigortasiz benim bagimi
yerler ama o ¢alistirsa ona Bir sey olmaz .Evvelden 30 sene evvelsine gidelim benim
diikkan1 agtigim zamanlara gidelim benim ustam ermeniden baska kimseyi ¢irak almazdi
ogretmezdi niye 0gretmezdi ¢iinkii ermeni askere gitmiyo subay olamiyo devlette bir
gorev yapamiyor bir polis olamiyor birak ¢opcii bile olamiyorsun onlar diyo heryere girer
diyor sen nereye gireceksin diyordu. Kuyumculukta aynisiydi ama ne oldu zamanla o
geldi gitti derken adam bulamadi benim isim ilkokul da 6gretmenlik yapiyor o zamanlar
ilkokuldan ayrilan ¢ocuklara derdi ki cocuklara esim glimiiscii istiyorsaniz kartini veriyim
gidin yazin orda ¢iraklik yapin bir tane gelmedi bir tane gelmedi yani yapacak bir seyde

yok. Gliniimiizii boyle geciriyoruz
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APPENDIX C

TRANSCRIPTS OF THE INTERVIEW WITH STUDENTS

Location: Bilgi University Date: 2nd June 2017
Asli: Ash Kiyak Ingin (Instructor)

Lara: Lara Divris (Student)

Gozde: Gozde Cubukcu (Student)
Atakan: Ali Riza Atakan Giir (Student)
Batuhan: Adil Batuhan KAsut (Student)
Ece: Ece Kokgak (Student)

Aysenaz: Aysenaz Toker (Instructor)
Polen: Polen Kenziman (Student)

Dila Arik (Student)

Sezin Celebi (Student)

Selin Oztiirk (Student)

frem Altunsu (Student)

Deniz Yildirim (Student)

Alara Altinéren (Student)

Elifnaz Pamukcu (Student)

Asli: ben soyle bir soruyla acayim ne bekliyordunuz ne buldunuz.Bu atdlyeye
girmeden Once yani atdlye derken stiidyoya bagslamadan kafanizda ne vardi simdi ne oldu
ne oldu derken simdi ikinci asamadasiniz mesela orda ¢iraklik yaptiniz mesela sonra orda
uzaktayken ¢aligip sonra tekrar iliski kurdugunuz siire¢ iic agamali bir durum.

Lara: Ben baglarken pek Bir sey diisiinmemistim .. Baslayinca dnce sey geldi iste
biitlin yapim asamasi ¢ok zor. Cok emek isteyen ¢ok sey yapan falan ama sorna ilk proje
bittikten sonra ikinciye gecerken aslinda tasarim siirecinin daha da zor oldugunu fiiriin
yapmanin nasil yapildigini bildikten sonra nasil yapilabilecegini bildikten sonra daha
basit geldi siireg.

Asli: Yapmay1 bilmek yada malzemeye hakim olmaz siirece hakim olmak senin
tasarim siirecinide bastan ona gore kurgulamami ve diislinmene yaradi daha rahat

diistindiin ¢cok u¢gmadin demekki o yilizden neler yapilabilecegini
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Lara: O yiizden tasarim siireci ikinci asamada daha zor geldi

Asli: Daha zor geldi?

Lara: Sey olarak basta diisiinliyordum bunlar1 yapmak ¢ok zor diye daha sonra
bunu yapariz ama tasarlamasi zor diye diisiindiim.

Asli: Okey onun biraz iizerine gidecegiz sonra anlamak istiyorum.

Gozde: Ben sey diyebilirim ben herkesten sonra geldim stiidyoya .Ilk brief i
kacirdim zaten Oyle eksik girdigim icin basta tedirgindim o yiizden ne yapacagiz kimse
de daha miithis anlamamisti anlatamiyordu ben de zaten sifirim o yiizden ¢ok bdyle
soguktum seye kars1 yapacagimiz sey ne olacak gibi ama ondan sora yaptk daha sonra
ustalarla tanigtiktan sonra o zaman da c¢ok gerdim bir 1sindim hani bdyle Bir sey
beklemiyordum ama korkuyordum ama o korku kalmadi daha ¢ok sicak bir duygu
kaldi..seyin etkisi. Bir donemi sey bitirdim tamamen hakkini verdigimi diisiintiyorum.

Asli: Evet sirada Atakan sende sOyle herkes goriis bildirsin.

-Atakan: Ben Lara nin dedigini diigiiniiyordum da daha m1 zor oldu daha m1 kolay
oldu diye boyle basta yani ¢ok tasarim anlaminda yani bdyle ¢ok iyi bir iiriin iistiinden
baslamamistik yani bi 6yleydi ve onda sanki daha seydik daha boyle rahat davraniyorduk
malzemeyle tektikle daha bi onlarla ilgileniyorduk sonra brief te sonunda iiriin iiretmemiz
gerektigi icin orda bdyle Bir sey oldu yani biraz da 6ngoriiyoruz malzemeyle neler
yapilabilecegini ama orda bir gerginlik oldu bende.

Asli:ilkinde di mi?

Atakan: Hayir ikincisinde ilkinde degil.

Asli: ilkine ne oldu?

Atakan: Ilkinde zaten malzeme ile ve teknik iizerinden bir iiriine varcagimiz i¢in
irlintin ne oldugu belli degildi.

Asli: Yine de Bir sey vardi?

Atakan: Evet ama tamda eklenti vucut eklentisi oldugu i¢in ¢ok sey soyut Bir sey
gibi bir yandan yine o yilizden kafamizda canlamig degildi o ylizden ¢ikcakti yani.

Asli: Ikincide?

Atakan: Ikincide daha table landscape kisminda masaiistiinde durabilecek biseyler
olunca yine boyle aklimiza ister istemez birseyler geliyordu tabak falan bir siirii tirlinler
aklimiza geliyordu o yiizden onlara rakip olmak yeni bdyle Bir sey liretmek mi yada bdyle
onun arasinda daha once kullandigimiz malzeme teknikleri kullanarak yeni Bir sey
tiretmek mi aradaki git-gel beni sey iste yani zorlamist1 diyim zorlamist1 diisiindiirmiistii.

Asli: Okey tesekkiir ederiz Bu konuya gelelim o zaman.
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Atakan: Ben baglamadan ne diislinliyordum yani.

Asli: Sen biraz biliyordun belki biseyler belki?

Atakan: Ustalar iizerinden ilerledigi i¢in ustalarinda teknikte ¢ok 6n planda
olduklarini dsiliniiyordum yani o tasarim siire¢indede daha nceden yaptiklari seyler falan
boyle seyi o ustalarin kendilerine gilivenleri falan benim ¢ok hosuma gittti herseyi
yapabiliriz asir1 netlerdi yani agikcasi o kadar beklemiyordum daha bdyle daha sadece
kendi seylerini yapabilirler 6yle bekliyordum ama baya sey ¢ok iddaalilar bekledigimden.

Asli: Sey diyosun araba ¢izin giimiisten yapariz.

Atakan: Evet glimiisten araba bile yapariz dediler.

Gozde: Cizin getirin biz yapariz.

Asli: Gormeye deger.Peki var mi siradan ?

Batuhan: Hocam herseyi sdyledi aslinda arkadaslarim ama bende bir iistiinden
geceyim Lara nin dedigi bende de oldu seyde iiretim falan 6grendikten sonra tasarim
kism1 daha kolaylast1 ¢iinkii malzemeye de hakim olmaya bagladik iste tepsi atiryorum
kakmacilik sigamacilik bunlarda tasarim da ortaya ¢ikmaya basladi teknik bildigimiz i¢in
bunlara ¢ok hakim olmadan ben de bir diisiiniiyordum nasil yapacagiz diye hatta yaptigim
mock up larda da ¢ok bilingli degilim yani bir kere kolye yapmistim ben simdi mesela
daha farkli seyler yapabilirim ben daha ¢ok teknik bildigim i¢in onun diginda bazen sey
ilk giriste zorlaniyorduk yani hepimiz brief vardi ama c¢ok net degildi kafamizda sonra
hersey daha netlesmeye basgladi konustukc¢a denedikc¢e onun haricinde ustalar..

Asli: O 6nemli ama degil mi ?Brief basta bazen ¢ok sey olmuyor ama kiiciik
denemek yani onu bu bir siire¢ onu kabul etmek lazim.

Batuhan: Ustalarda ¢ok giiven veriyordu gercekten o da c¢ok dogru baya
giiveniyorlardi kendilerine ve sdyledigimiz birseyin bazen hani daha da iyisini
yapiyorlardi bize gosteriyorlardi. iliskiler de iyiydi ustalarla iste handaki diger kisilerle
giizeldi yani giizel bir siiregti.

Asli: Okey tesekkiirler.

Ece: Ben de basta ¢ok tedirgin basladim yani. Ben giilerken genellikle .. ben de
en basta ¢ok tedirgin basladim bilmedigimiz bir diinya gibiydi oraya gitmek ustalarin
nasil davranacagini ne yapcagini ¢ok tedirgindim en basta ama sonra hani onlarla isli
disinca olunca ¢ok rahat bir sekilde gidip gelmeye basladik basta cay isterken bile ¢cok
geriliyordum. Daha sonra iste ilk projeyle ikinciyi karsilastirirsam ilk de daha rahattim
ayni1 sekilde arkadaslarim gibi bende ¢iinkii birseyler denedigimiz i¢in o bir sekilde ortaya

cikiyordu ama maketlerden gidince hani olur mu olmaz m1 hani ustayla gidip hani o onun
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fikrini ayn1 zamanda katarak daha zor oluyor aslinda onu fark ettim ve hani ustalarinda
tasarimcilarla caligsmis olmasi sayesinde biz de hani artik onlar aliskin oldugu i¢in nasil
tasarlandigina nasil sey yapildigina bize c¢ok yardimci oluyorlardi. Ben de boyle
diistiniiyorum.

Aysenaz: Peki bunun seyle alakasi oldugunu diisiiniiyor musun aslina bakarsaniz
ne yapsam degilde ¢cok da fonksiyonun 6n planda olmadig: .. ama ikinicisinde .. pozisyonu
olan Bir sey acaba bununla alakasi olabilir mi?

Aslt: Ikisinin de fonksiyonu vardi bence.

Aysenaz: Yok biri sey olmuyor baya bir kullanim yani 6biirtinde 6biirii kadar taki
yada body companion dedigimiz sey bir vazo yada bir kase kadar sey de degildi.

Asli: Benim i¢in ikisi de ayn1 degerde.

Aysenaz: Yok deger olarak demiyorum.

Aysenaz: Komplike bir {iriin olarak bir vazo ile bir arabay1 karsilastirinca araba
daha komplike onu diyorum bunda bir denge seyi olcak seylerde bilmiyorum bana sanki
onunla bir alakasi olabilir gibi geldi ama bilmiyorum. Polen sen ne diyorsun.

Polen: Ya bende boyle ilk basta herkes gibi ¢cok gergin basladim aslinda bu
atolyeyi ¢ok isteyerek sectim ama sonucta biz asagida da kendi atolyemizde calistyorduk
ama burasi biraz daha farkliyd: ve ustalar iizerinden gidecek olursam biraz bdyle daha
ciddi daha boyle rahat olmayan bir ortam bekliyordum ama ustalarin ¢ok yaklasimi flan
cok yakindi Bir seyi yanlis yaptigimizda hi¢ tereddiit etmeden kendi islerini birakip
yardim ettiler onun diginda Naz da ¢ok biliyor Garbis usta siirekli bize dene biz yapariz
sen dene birde siirekli bir tegvik etme seyi vardi. Biz biraz erken rahatladik diye
diisiinliyorum Naz la bu konuda onun disinda béyle thmm ger¢ekten Lara yada su konuda
katiliyorum oradaki {iretim siirecini bildikten sonra ikinci projede ¢ok daha rahat ettik
artik boyle birseyleri kafamizda netlestirmistik bu malzemeye sunu uygularsam olur yada
olmaz gibi.Onun disinda ¢ok giizel bir siire¢ gecirdigimizi diislinliyorum.

-(ece)Bende en basta herkes gibi biraz gergindim hani ciddi olacagiz bu kadar hani
birbirimizle samimi olup herseyi paylasamicagimizi diisiinmiistiim ama 0yle olmadi bir
de bu kadar isin icine girebilecegimizi diisiinmemistim yani hani izleriz birka¢ Bir sey
deneriz ama o kadar isin i¢inde olmay1z gibi hissediyordum ama dyle olmadi bayagi Bir
sey 6grendik aslinda.

Asli: Ogrendiniz hem isin i¢ine de girdiniz di mi?

Ece: Evet hem 6grendik onlara da yardim ettik onlarin igine yardim bizim
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projemiz disinda hem de biitlin teknikleri goriip denemis olduk ben bu kadar hepsini bir
arada gorebilecegimizi diislinmemistim onun disinda projeler arasinda ilki bana daha
rahat geldi sdyle biitiin siire¢ ordaydi ¢iinkii i¢ iceydi malzemeyi 6grenmek teknigi
O0grenmek ayni1 zamanda tasarimi diistinmek ikincisinde evet teknikleri bilerek tasarladik
aslinda ama at6lyeden o sirada uzak oldugumuz i¢in tasarladiktan sonra oraya gitmek
ustay1 o projeye alistirmak biraz zor oldu teknige uyumsuzlugu degil de evet evet .Hani
nasil soliyim o olur aslinda ama hani usta bagka bisey Oneriyor sen onu aslinda karar
vermis oluyorsun o iletisim biraz sey oldu. Oteki tiirlii zaten fikir alisverisi icindeydik
stire¢ boyunca ilk projede o sekilde.

-Dila: Ben baslarken boyle bir tedirginlikle baglamadim aslinda genel olarak dyle
seyler sOylediler zaten ustalarin cogunun bizimle boyle bir iletisimde olacagini tahmin
etmistim acgik¢ast onun disinda burda 6grendigimiz bircok sey disarda iiriin incelerken
¢ok yardimei oldu bence. Bir de Ozlem Tuna nin sdyledigi Bir sey vardi maliyet agisinda
bazi atdlyelerde galiba hani sdylememigler ne ne kadar falan gibi biz genel olarak ne ne
nekadar nasil malediliyor mesela Vilyan usta bana anlatirken deneyimledim bunu su
kadar siirede liretiyoruz boyle asamalardan geciyor yada su kadar bir maliyeti oluyor gibi
seyler iletisimde bulunduk bir de s0yle bisey gordiim bence bisi tasarlarken onun nasil
tiretildigini bilmek c¢ok oOnemli yine Vilyan ustanin sdyledigi seylerde hem bunu
kendimde gordiim gercekten malzemeyi iiretim seklini benimsemis olmak
tasarlarken cok onemli bir rol oynuyor onun disinda da biri o atolyeye is
gotiirdiigiinde iiretim asamasim yada malzemeyi tanimadan gotiiriiyorsa eger
siireci ¢cok uzatiryor defalarca denendigini onun verdigi bizim kritik ad1 altinda
soyledigimiz deneyimlerini aylastigimizda o karsidaki insanlarin almadigin1 bunu
ve kendi bildikleri yoldan ilerledigi aslinda bilirken yapan Kisinin deneyimlerinden
faydalanmalar1 gerektigi konustuk.Biz sansliydik epey ¢iinkii hem bir egitim tarzi
ogrendik orda hatta zonradan zilli geldi onda bile ger¢ekten inanilmaz bir tavr1 vardi
Vilyan ustanin onun disinda olumlu olumsuz Bir sey aklima gelmiyor.

-Sezin: Biz de aymi atdlyedeydik aslinda benzer seyler sOylice§im benim ilk
atdlyeyi se¢gme amacimda aslinda seydi sadece tasarlamak ¢izmek biz basta Oyle
yapiyoruz aslinda ama orda igin biraz mutfak kismini goérmiis oluyoruz elimle birseyler
yapayim o asamay1 da goreyim istedigim icin sectim en basta da ki dylede oldu siireg
de yaniltmadi o anlamda. Gidip orda elimizde biseyleri deneyip malzemeyi ¢ok iyi
tanidigimiz1 diisiiniiyorum ada herseyin nasil yapildiginmi 6grendik. Bizim projelerde

aslinda ikinci proje de yani ilk projede de ikincisinde de ayni siireci isledik hani ilkinde
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de dnce ¢izip tasarladik Vilyan ustanin yaninda sonra tiretime gectik ikisinde de benser
seylerdi ¢ok bir fark yoktu benim i¢in yani ama 6grenim agisindan ¢ok sey kattigini
diistiniiyorum.

-(selin)benim atdlyeyi segme sebebim bitmis bir {iriin ¢ikacak olmasiydi diger
stiidyolar gibi render da kalacak Bir sey degildi ben bunu yapip ortaya koyacaktim.Ama
atolyeye gittigim zaman sdyle bir sey oldu bir baktim her yerde bardak alttiklar1 var her
yerde vazolar var korkmaya basladim biraz sonra ustam bana dediki bunu vazo yada
bardak alttig1 olarak diisiinme sen burada metalleri tanicaksin dedi bir giin otomobil bile
tiretsen dis iskeletini yaparken metale nasil davranacagini bileceksin ona gore ¢izim
yapicaksin dedi e ondan sonra biraz sevmeye basladim ve sadece iirline odakli degil
herseyi biraz goriiyim herseyi biraz fikrim olsun nasil davraniyor metal hangi metal nasil
kullanilir ben hani bakir ne piring ne bunlarin hani mikronlar1 bile oldugunu bilmeyen
biriydim burda 6grendim neyin ne kadar tasidigini neyin nerde kullanilacagini burda
ogrendim. Bir de soyle bir sey var disardan anne bak bu dokiim iste bu sivama
diyebiliyorum o benim i¢in giizel Bir sey onun disinda yaptigimiz iiriinler de hosuma gitti
hem farkli seyler hem kullanabilecegimiz seyler yapiyoruz hem de bunu gosterebiliyoruz
diger insanlara anlatabiliyoruz onun i¢in ben gergekten faydali bir stiidyo oldugunu
diisiiniiyorum.

Asli: Tesekkiir ederiz.

[rem:Ben de ilk bu stiidyoyu secerken ustalarla beraber ¢alisma imkani igin
secmistim ¢ilinkii bundan sonraki her prjede mesleki hayatimda 6grencilik hayatimda da
birileriyle ¢alismak zorundayim bir ustayla ¢aligmak zorundayim bu iliskiyi ne kadar
tyilestirebilirim ve ilerletebilirim diye diisiindiim ¢iinkii mesela up n down da bu okulun
ordaki maragozla beraber ¢alismistik orda bana ¢ok 1iyi bir fikir vermisti baglanti i¢in ama
ondan sonra striktiiriimii bozmustu ¢ilinkii ben nerede dur diyecegimi bilememistim ve
burda ayn1 zamanda hocalarinda olmasi yani iki yonden feedback almak hem ustadan bu
olur bu olmaz hem hocalardan bu olur bu olmaz hem de kendi kafamda bunlari birlestirip
bir iiriin ortaya ¢ikartmak ¢ok iyi oldu ve 6zellikle birinci projede mesela ¢ok farkli seyler
cikmasimi beklemiyordum ben sonu¢ olarak hepimiz bennzer atdlyelerde benzer
malzelemerle aynit malzemelerle ¢alisiyoruz ve herkes farkli Bir sey ¢ikarinca gergekten
bundan etkilenmistim. Ve metalleri tanimak mesela suana kadar siirekli ahsaba
yoneliyordum yada okulda gordiigiim vakum forming yada vesaire suanda metalle rahat
rahat ¢alisabilirim mesela korkmuyorum metalden.

-Deniz: Ben bu stiidyoyu secerken aslinda en basta donem bitigi i¢in rahat
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sOylicem 3. siraya yazmistim sonra sonra kendi kendime kizdim ben neden 3. siraya
yazmigim diye ¢linkii seyi diistindiim hep donem boyunca diger stiidyolarin gidipte biiyiik
yeni han da istedikleri gibi ustalarin yaninda boyle bisey deneyimleme sanslar1 yok ¢iinli
hep sordugunuzda orda her gegeni almiyoruz biraya yukariya kimse ¢ikamaz yaptigimiz
isi gdremez o ylizden sanshisiniz gittik hemen bir masaya oturduk ¢ilinkii ¢iragi bile
oturtmuyorlar orada o yiizden bizim i¢in ¢ok 6zel bir deneyim oldugunu diisiiniiyorum
1yiki bu stiidyo denk gelmis. Onun disinda ilk proje ikinci proje kendi agimdan konusayim
farkli bakislar1 oldugu icin daha kolay daha degildi diyemiyorum ama hani zaman
gectikce ustayla ve ustanin da bizle hitabr degistigi icin ilk basta deniz bunu yapma
demiyordu ama ikinci seferde deniz bunu bdyle yaparsan bu bdyle olmaz istedigin sey
ortaya ¢ikmaz.Ama ben bdyle bdyle bir sey istiyorum o zaman bdyle bdyle yaparim
diyerek gercekten han ve sadece han degil ¢evresinde de bircok yere gidip ¢ok fazla
gozlem yapma sansimiz oldu gézlem yaptigimizda siirekli notlar aldik fotograflar ¢ektik
her isteyen normal bir tasarim dgrencisinin goremicegi seyleri gordiil.

Hem sizinle hem onlarla kontak halinde oldugumuz i¢inde sizde 6grendiklerimizi
onlara onlardan 6grendiklerimizi sizlere biz arada boyle gitgel yaparak iyi bir sekilde
harmanlandigimizi diisiiniiyorum bu stiidyoda.

Alara:A¢ik konusuyim benimde 3. siradaydi bu stiidyo ama daha ilk haftada soran
herkese kesinlikle bu stiidyoyu almaniz lazim dedim ¢iinkii hi¢ yani

Aslt: 1l hafta is gvenligi vard.

Alara: Yo yani kapalicarsiya gitmeye basladigimiz igin.

Asli: Kapaligarsiya gitmek ...

Alara: Kesinlikle ben bu kadar han odakli ¢alisacagimizi tahmin etmezdim basta
sanki okulda birseyler yapacakmisiz en sonra hallinide hana gidip yaptiracakmisiz gibi
diisiinliyordum ama bu kadar handa bu kadar sey kapabilecegimizi hayal etmezdim
diistinemezdim yani. Disardan konustugum insanlarla bugiin kaynak yaptik bugiin stvama
yaptik inanmiyorlar bile bunu yapamazsiniz nasil yapabiliyorsunuz boye seyler 6grenmek
kesinlikle bence okulda suan almayan bu stiidyoyu almali hatta suanda yarim kaldigini
diisiinliyorum alabilsek tekrar almayi isteriz yani.

Asli: Ama gidebilirsiniz yani kap1 agild1 artik.. ... amaciniz o zaten. .. bundan sonra
sizin bir par¢aniz orasi.(...)

Asli: Nasil kurdugunuz ve siirdiirdiigliniize gore...

Deniz: Baya liziilmiislerdi gelmicek misiniz bir daha diye.

Asli : Arada bir ziyaret yapin tamamen terkediyor olmasin.
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Alara: Projeleri degerlendirmem gerekirse aslinda ilk ve ikinci proje bu daha
zordu bu daha kolaydi gibi gelmedi bana basta daha yeni yeni Ogrendigimiz ig¢in
denemelerle Bir sey ortaya ¢ikmis gibi oldu ikincide tasarim i¢in ¢ok fazla sey diisiiniip
bildigimiz seyleri de birlikte harmanlayarak Bir sey c¢ikarttigimiz ig¢inde oyle gelmis
olabilir ama ikisinide ayn1 seviyede tutuyorum ben ve ikincide daha ustayla daha iyi
anlasabilidgimiz i¢in konugsma seylerimiz daha ¢ok degistigi icin sizden de ondan da
yardim alarak daha iyi seyler ¢ikartabilidgimizi diisiiniiyorum ve kesinlikle yani kimsenin
bence katamicagi seyleri katt1 ustalarimiz bize ben almay1 daha ¢ok isterim yazin falan
gidecegim kesinlikle.

Deniz: Is disiplini gibi oldu sabah 9bucukta orda olmak zorundayiz.Ariyorlar Bir
sey mi oldu ge¢ kaliyorsnuzu.

Asli: Hayatin bir pargasi oldunuz artik stiidyoda o .... birebir . is hayatinda da ¢ok
bir rastlamicaginiz bir hayat sekli aslinda zanaat o atdlyeler aslinda diinyada bile ¢ok
kalmis Bir sey degil yani boyle ilging bir seye tanik oldunuz zaten onun bir parcasi
oldunuz is ortami1 baska ... .yasamis olmaniz aslinda farkli bir bakis a¢is1 da kazandirmas.

Elifnaz: Gegen 2. smifin birinci déoneminde iist siniflarla konusuyorduk hep sey
diyorlardi iste eger Sigshane donemi vardi onlarda ustanin kiymetini bil falan diyorlardi
hani bende Karakdy de birinci smifta ¢cok gidip geldik tanidik bir yerin olmasi ¢ok iyi
sana yardimci oluyor indirim falanda yapiyorlar ve hani gittigim zaman ustalarla tanistik
siz dediniz ya boyle bir iliski kurmaniz i¢in bu stiidyoyu agtik gercektende bence
basardiniz bunu ¢iinkii hani birgseyim olsa ustaya giderim usta beni Kapalicarsida ordan
oraya yonlendirir kendi yapamiyorsa bile bu sekilde bana gelecektede yardimei olacagini
diisiinliyorum ve hani herkezin de dedigi gibi Bir sey oluyor olur olmaz ustalar birsekilde
yapiyorlar.Ben mesela Bir sey oldugu zaman hani belki ondan yoktur belki baska bir yere
gonderir kiiciiciik yer ama o yerlerden Oyle seyler ¢ikiyor ki mesela hani Mustafa abi
aliyordu kalfamizdi bizimde hemen 2 dk da hallediyordu kendi islerinin arasinda bize
yardimci oluyorlard:r falan giizel bir stiidyoydu eglenceliydi yazin falanda bende diger

arkadaslarim gibi bende ziyarete giderim.

Asli: Evet simdi bence giizel iyi bir stiidyo oldu ben eeee bes yili da
degerlendiriyorum tabii daha dnceki baska deneyimlerde var. Ozellikle ilk projenizde ee
bugiine kadar yapamadigimiz Bir sey yaptigimizi diisiinliyorum biitiin o denemeler o
atolyedeki bilgi ¢ok 1yl {irlin asamasinda {iretim asamasinda siirdiirdiigiinlizii

diistinliyorum gergekten ¢ok basariliydi bu arada goriismeler yapiyoruz. O ilk ozellikle
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ilk projenizi yurtdisina tasimay1 ¢ikarmay: diisiiniiyoruz bu Haziran da Berlin’de Bir sey
vard1 ona yetistiremedik olmadi Berlin State of Design diye bir etkinlik. Simdi Kdln de
ocak ayinda mobilya fuar1 var ¢cok meshurdur K6ln mobilya fuari kent etkinlikleri o

kapsamda benimde daha once ortak calistigim bir kadinla o isi yiiriiten .. yapiyor
kendiside bir¢ok alanda tasarim stiidyolar1 sergileri vesaire etkinlikleri diizenliyor onun
bir pargasi olma ihtimali de var ben bir mail atmistim .. ne kadar bir alan istiyorsunuz
diye sormus simdi okul pek bi kaynak vermicek biz de kaynak bulabilir miyiz die bakicaz
biitiin olasiliklar1 .Olabilir yani seyde diyorlar 6zellikle ikincilerde bence bi tik daha rafine
olmasi gerekiyor bazi iglerin ama ilkk isler direk satisa baslayabilecek potansiyeli de var
fazla bile .. keske hep beraber gidebilsek Oyle birsyi karsilamak miimkiin degil ama
tahmine tatil donemine denk gelicek isteyenler belki yer ayarlama konusundan ordan bir
opsiyon kolay Bir sey yaratabilirz ama herkes gelebilir bence dyle bir sergide bulunmaniz
Oyle bir ortamda bulunmaniz gerekirse satis yapmaniz satis koseside olusturabiliriz. Ee
bdyle bir deneyim agisindan iyi olur su an goriismeler siiriiyor bakicaz onunla ilgili eger
eksikleriniz varsa o projeyle ilgili 6zellikle basin dosyasi da olusturuyoruz ya onun igin
onlar1 tamanlayin yani Tiirk¢enize Ingilizcenize bakin yani bir isi iirettik bitti olmuyor
onlarin iste maliyeti satis1 arka fonu sunumu vesairesi ¢ok 6nemli oluyor o bilgiyi orda
diisiik bir climle biitlin {irlin ¢ok iyide olsa diigiik bir ciimle yazdiginiz da bdylee ada
oluyor tasarimci hakkinda bilgi veriyor ne yazdigniz nasil yazdiginiz onlara dikkat
etmenizde fayda var.

-Branding markalasma o sadece seylerde olmuyor .. clinkii bunlarda da bu
aciklamayi nasil yazdiginiz ... nasil aktardiginiz falan bunlar ¢ok 6nemli o yilizden var
mi1 .. onu hakkaten tamamlayin yoksa hani...

Asli: Ben 1yi bir ¢alisma oldugunu hakkini verdiginiz diisiiniiyorum ilk proje i¢in
Ozellikle o silireci ¢ok iyl malzemeyi siirecten Ogrenip herseyi unutup tasarlamadiniz
sonuna kadar gotiirdiiniiz o ¢ok O6nemli. Sonraki de bagka bir deneyimdi aslinda son
projeniz o da o deneyimi atdlyeyle o iliskiyi o siireci malzemeyi vesaire bildikten sonra
biraz daha aslinda bundan her zaman .. i¢inde olamicaksiniz bundan sonraki siirecler i¢in
bir girig gibiydi. Nasil bir iligki kuracaksiniz onu deneyimlediniz daha farkli birseydi ara
ara gidiliyor sonunda fikir bitti gidelim degil de ara ara gitmek takip etmek dnemli oluyor
o islerde onu deneyimlediniz bence iyi oldu sonra projede herkes biraz dagild1 bahardan
dolay1 daha ¢ok focus olsaniz belki daha erken bu goriismelere gitmeye baglasaniz bence
finishler vesaireler ¢ok daha iyi bir noktaya gelebilirdi diye diisiinliyorum bu haliyle de

bu proje fena degil bence yani .. genel olarak konusuyorum tabii herkes iistiine alinmasin.
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Durum bu. Ordaki seyi tatmak ilkindeki heyecaniniz enerjiniz neden ikincide gelmeme
gitmeme yapmamaya dondii ben onu gercekten merak ediyorum.

-Asli: O ¢ok O6nemli yani hata etmis olabilir miyiz diye diisiiniiyorum ben
diisiinmiiyorum bendim Oneren kabul ediyorum ama farkli bir bakis acis1 sundu o
bildigimiz table tops tableware falan dedigimizde ¢ok bildigimiz seylere ki baktiniz zaten
sonra o noktaya gelenlerde oldu tipolojiler var ama bu farkli bir bakis agis1 kazanmak
biraz daha kavramsal yaklagsmak olay1 daha farkli bir boyuttan algilamak ki yaparken
demin cok giizel Bir sey brief i ilk goriince biraz ¢cekindim falan diyenler oldu ama sonra
slirecte yaparak iste yapmaya baslamak orda ona takilmamak biraz denemek denedikce
feedback aliyorsunuz ve dyle gelisiyor hep beraber kuruyoruz onu bizimde kafamizda
table landscape den boyle seyler ¢ikar diye Bir sey yok ... diisiinliyoruz ve onun iizerinden
ilerlemeniz diye diistinmiistiik bence yine de iyi oldu dyle diisliindiigimiiz hala o bakis
acis1 var hani sadece gidip iste Bir sey yapmak degil de daha biitiinii diisiindiigiiniiz
biraradalig1 diistindiigiiniiz isler ¢ikt1

Aysenaz: Bende sey eklemek istiyorum ilk proje bence de siire¢ ¢ok iyiydi iste
cok giizel isler ¢ikt1 hakkaten ordan aldiginiz teknikleri direk iiriine yansittiniz belki de
dedigim gibi ikinci projenin zorlugu su an. Orneginden sdylicem yani buldugunuz bir
iiretim teknigi biraz daha formal Bir sey olan jewelery e yansitmasi daha kolaydi bir
baglami var masaiistiinde ya da masanin etrafinda bir ise yaricak o yiizden biraz daha
zordu yani biraz daha bir tasarim problemi gibiydi biraz daha giris egzersizi yine sey bir
proje giris egzersizi dedigim zaman Onemsiz bir proje oldugunu sanmayin ama zaten
cirakliga yeni basladiniz giris oldu sizin i¢in. Ve orda malzemeyle birebir ¢alistiginiz i¢in
stirecler mockuplar falan fakat ikinci proje i¢in bende asli hocaya katiliyorum bir bdyle
bahar aradaki tatiller falan herkes bir koptu bir de ben bunu herkeze s6ylemek istiyorum
ki orda tabii ki her sal1 glinli gidip her sali cuma gidemediniz burda ¢alistiniz arada oraya
gidip goriindiiniiz falan buradaki ¢aligmaniz bence biraz zayif kaldi yani yine orda
20 fikir istedikya mesela ben hala takmis durumdayim.Yani dyle Bir sey yok hani bunnu
yapmanin bagka bir yolu yok hakkaten oturup sOyle Atakan geldi o giin sdyle sdyle 2
giinde su kadar eskiz yapmisti iyi olmasma gerek yok eskizlerin ugan kagan degil
diisiinme yani sOyle diistinmek degil de yada konusarak bunun burasi boyle olsun diye
anlatiyorsunuz ya cizerek diisinmek c¢ok kotiide sizin i¢in kimseye gostermeyin

utaniyorsaniz ama ordan ¢ikan fikirleri daha iyi ¢izersiniz.Yani ¢izmek ve yapmak mock
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up yapmakta ayni1 derecede 6nemli mesela Dila sen o giin ¢ok {izdiin beni o giin boyle 2
tane sey ¢izdin handa dyle degil ¢izmemen

Dila: Ben ¢ok diisiiniince bir kere ne ... diisiinmem lazim ...¢linkii diistinmeden
¢iziyordum ben ¢ok diisiindiiglim i¢in.

Aysenaz: Tamam birak onu demek ki sorunu biliyorsun o zaman.

Asli: Senin de farkli bir bakis acin var ben onu goriiyorum o diistinceleri o zaman
yazacaksin farkli bir teknik bul illa ¢izime takila kalma o zaman yol agilir. Hepniz i¢in
gecerli bir noktada takiliyorsaniz birseyin sizi ifade etmedigini diisiinliyorsaniz yada ona
adapte olamadiysaniz ya da konu size sey geliyorsa kendinize yol agicaksiniz budur.Yada
atolye diislindiigiiniiz gibi degil bizim atdlye onlara benzemiyor onlarda bdyle bunda
boyle ama her yerin bir durumu var ve o durumun bir potansiyeli var onu mu
cikaricaksiniz yoksa sikayet ederek o donem bitecek mi yani orda aslinda potansiyeli
ortaya c¢ikarmak vazife yoksa iyi bir iiriin yapmak degil siireci nasil degerlendirdiginiz
asil nasil bir metod kullandiniz nasil yaklastiniz ne kadar egzersiz yaptiniz bu sizi
tanimliyor yani bundan sonra kendinize yani metodoloji olarak ben ¢ok diisliniiyorum
okey bu negatif Bir sey degil bunu ben nasil pozitif birseye ¢evirebilirim bunu nasil
anlatabilirim bu yontem var ama bunun farkli yollar1 da var o zaman herkesin kendi
karakteri var onun iizerinden kendinize yol agmaniz gerekiyor.Biitiin bu okul siirecinde
bundan sonras1 i¢inde gegerli.

Aysenaz: Aklindaki herseyi ordan bir climle olarak gecip bir yerlere gitmesin onun
bir karsilig1 olsun.Bir mesela sey oluyor bende de oluyor bazen bakiyorum ayni seyleri
cizmeye basliyorum bakiyorum 3 sayfa 6nce ayni sonra onlarin hepsini yayinca o da iyi
oluyor demek ki ayn1 seyler burda bir tekrar var buraya dogru gidebilirim hani hepsinin
birbirinden farkli Bir sey diisiinliyorsunuz onu birazini degistiriyorsun tekrar ¢iziyorsun
clinkii sey oluyor ya sizde boyle onun ayri fikir yepyeni hepsi falan dyle degil yani Bir
sey yap onun birazini degistir yani evriliyor yani hani tekerlegi bastan yaratmiyoruz ya
tekerlek bile aslinda donen bir kayadan oluyor zaten varolan seyler var sentez
yapiyorsunuz aslinda yani yavas yavas siirekli boyle bir anda devrimsel Bir sey yok yani.

Asli: Benimde kritik edecegim baska bir konu belki son kritikten bile sonra daha
tiriinleri yeni denemeye o yani yapacaginiz tasarimda ¢ok 6nemli deneyim ¢ok énemli bir
nasil bir ortamda nasil bir yeme demeyimi nasil bir ortam ve {iriiniiniizle ilgili nasil bir
deneyim diisiinliyosunuz birincisi bu birde o i¢inde diisiindiiglinlizii seyle iliskisi bir
malzeme iliski baz1 seylerde sorun oldu o sorunu jiiride de gérdiik o olur mu bu olur mu

sizin yani artik ee bize bigeyler 6gretmeniz gerekiyordu mesela benim bildigim bilginin
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cok oOtesinde ¢iinkii o alanda bu konuda calistiginiz i¢in ustalardan atdlyelerden ¢ok sey
ogrenebilirsiniz tek kendi ustaniz yok arastirabilirsiniz deneyebilirsiniz ¢ok bunun ucu
acik biseyi kafaya takmak o anlamda onun disinda boyutuyla seyiyle onu yeme seyiyle
baharat di mi? Mutfaga girmiyo olabilirsin ama o baharatlarla en azindan denemeye
baslayabilirsin gozlemleyebilirsin ¢igekler gitmek gérmek cicek¢ide denemek artik
ugrastiniz sey ile bdyle bir sey iliskisine girmeniz gerekiyor kari koca iliskisi ... eee daha
1yi ... yani sey uzak degil baska jurilerde de ben goriiyorum bisey yapti ama dokunmaya
cekiniyor oynaym bakin deneyin tartin birakin biraz zaman gegsin baska biri yani o
konuya girin konuyada girmek ¢ok dnemli yani bence bundan sonra ben biraz bu projede
onunda eksik oldugunu diislinliyorum yani bir konu ekmek mesela dimi en son boyutlar
dimi ama ... birazda o seyleri gormek denemek tartmak sizi bagka noktaya tasirdi .. degil
aslinda orda o kadar ilgin¢ ¢iktilar olabilir ki sizin tasariminizi bambaska noktaya
getirebilir onlarida deneyimlemeniz dnemli olur.Bundan sonra artik dikkat edersiniz diye
diisiiniiyorum bagka.

Asli: Siireci de yogun yasamamaniz bence ¢ok kesintiye ugradi onunla iligkisi
olabilir. Bu arada ilk basta kap yapanlar bile oldu biz beklemezken siz son projeyi
yapmaya basladiniz o deneyimlerde énemli.Biz inanirmisiniz .. ¢alistigimiz i¢in daha
once biz ustalar1 biliyoruz maliyetleri biliyoruz giimiis atdlyeleri ¢ok pahali filan bakir ve
piring sishane de en pahali malzeme giimiis zaten lafi yok biz nasil olacak seyler...
dememizdeki sey siz denemeleri falan bile bakirlarla giimiislerle yaptiniz ustalarinda o

ortaminda sagladig: bir kolaylik baska bisey de olabilirdi.
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APPENDIX D

PROJECT DESCRIPTIONS AND BRIEFS

Project Description:

Similar to open studios, craft neighbourhoods in Istanbul bear a great potential for understanding
the practice of craft, its techniques and materials used. Originating from this idea, ID202 aims to expand

the borders of the design studio and relocate it from campus to the the city.

During the project, students work as “apprentices” in the craft workshops. Throughout their
apprenticeship, they will experience a different mode of production first-hand. While utilizing this to design

and produce a finished product, network of craft production is crucial to understand and employ.

Materials and techniques used in the workshop, knowledge of the masters; social and cultural

relations and everyday life in the craft neighbourhood are important components to the design process.

Project: Crafting Body Companion:

For this project, students reinterpreted and explored the potentials of production techniques and/or
materials that are used in your workshop and its network. As a continuation of the research and trials, they
designed a “’body companion.’’

Research and Design process are important, and are presented along with the final product.
The aim was adding another layer to body, taking different layers of the workshop, its network

and its surrounding area as a starting point (stories / architecture / movements / sounds / colors / textures /

materials / production techniques / forms / patterns and moulds...)
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1D 202 Apprenticeship in Product Design

Instr. Ash Kiyak ingin
Instr. Aysenaz Toker
Res. Asst. Berilsu Tarcan

P2: Deciphering the Craft

personal project

Blog
For until the rest of the term, you are expected to keep a blog to publish
your apprenticeship process and experience, daily!

P2a. Deciphering the Workshop

A thorough observation and analyis of the workshop;

-its location and plan

-stories about people who work there

-workshop rules

-workshop routines

Submission on A3s (09.03.2017 23.59) (on Drive and Printouts)

P2b. Deciphering the Production

Observation and analysis of;

-materials used

-production techniques

-tools used

-production networks and techniques of related ateliers
-movements

Submission on A3s (16.03.2017 23:59) (on Drive and Printouts)

P2c. Deciphering the Object

A thorough observation and analysis of how one product is produced in the
workshop. Choose one object, finished or still being produced to decipher the
production process and steps: including production techniques, tools, materials
used. Use photographs, sketches and/or diagrams to produce a storyboard.
Submission on A3s (16.03.2017 23:59) (on Drive and Printouts)

Project brief (P2a,P2b,P2c¢)

ID 202 Apprenticeship in Product Design
Instr. Ashi Kiyak ingin

Instr. Aysenaz Toker

Res. Asst. Berilsu Tarcan

P2d. Crafting Body Companion

For this project, you will reinterpret and explore the potentials of production
techniques and/or materials that are used in your workshop and its network.
As a continuation of your research and trials, you will design a “body
companion.” Research and Design process are as important, and will be
presented along with the final product.

Taking different layers of the workshop, its network and its surrounding area as
a starting point (stories / architecture / movements / sounds / colors / textures
/ materials / production techniques / forms / patterns and moulds etc.), how will
you add another layer to body?

Submission:

1/1 prototype

Set of orthographic drawings

Showcase of your design and production process, and methodology (sketches /
photos / material and production trials) -Format TBC-

Field Trips:

03.03.2017: “Cevher ve Zanaat” (Rezan Has Museum)
14.03.2017, 09.00: Senay Akin’s Atelier
16-19.03.2017: istanbul Jewelry Show

Assesment:
P2a: 10%
P2b: 10%
P2¢:10%
P2d: 60%
Attendance: 10%

Project brief (P2d)
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APPENDIX E

WRITTEN EXPLANATIONS OF PROJECTS AND COLOR

CODING
Deciphering:
Purposes in choosing the studio
Aprenticeship processes
Production techniques
Design process
Design context

Material selections

Project Name: Han’s Brass

Student Name: Ali Riza Atakan Giir

Workshop and Craftsmen Names: Halil
5 - T g S - v

& Ali Silver — Gokhan & Salih
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I worried about the role of the person in the design and production process, which was the greatest reason
for choosing the Grand Bazaar studio. I think that the relationship between material and people goes beyond
everyday trends and that material and human character are important inputs for design. What I refer to as
the character of the material here is in fact the material's own potential. As I started to work in the studio, I
noticed that the knowledge of the masters about their materials was very high. We were able to get quite
reconvincing and clear answers to my questions about potential material potentials. After this point, I began
to think about how I could use myself in a more active role in exploring material potentials. Because the
masters were producing with reference to many experiences that could not be counted like their own 30
year material experiments, their own drawings, new products coming from mistakes they made, and forms
they saw from other masters. I started to look for new forms with the materials and tools in the workshop.
I particularly noted that what I'm talking about here is not influenced by new trends or the basic design
class in the school because I think that this information will pull me off the wall and make my role a tool
rather than a designer. I have been in a lot of basic experiments such as cutting, bending, tattooing,
punching, 3-dimensional transfer from 2-dimensional and vice versa, without trying to translate it into
material in my imagination. One of my experiments was on a log in the workshop. Our craftsmen told us
that we could do experiments on the material using the gaps they had previously opened on the log in the
workshop. This log was actually something I thought the beginners were using for ironing the table. When
a flat plate was pounded on this billet and pounded with a hammer, it evolved into a material block. I started
the final project in case I could do the same application elsewhere. I started putting metal surfaces on the
dads, paving stones, and walls in the city. The materials that I set out as flat plates showed different
performances in different textures. After all these experiments, when I came to the Great New Han, I
continued in the Great New Han as long as I related the Han itself with the body of the architecture given
to us and the plates I made with the companion part. I went to the project with 3 points I set in Han. One of
these three points is a hole on the wall of the handkerchief where the people usually put out their cigarettes,
the other one is very conspicuous and a hole in the wall right opposite the own workshop, and the last one
is a hole where people usually pass away. The common feature of these three points was that they had to
interact with the people in the han. They can be expressed as putting out ashes, seeing each passing and
escaping. These products can function over time as they are driven by actions in site selection. For
example, continuing to extinguish ash can turn into a mirror that can reflect differently with its form
and brightness, or into a vessel in which water can be put in for Han animals.

I used the technique that handicraftsmen used in my practice. Material selection is also the same material
used in the han frequently used materials such as brass and aluminum. These materials are both
susceptible to both the hardness for the beating and the shape of the underlying organic form. As for

their color, the house also draws attention to the intervention by creating a contrast with the wall colors.
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Project Name: Ma’star
Student Name: GOZDE CUBUKCU
Workshop & Craftsmen Names: Halil& Ali Giimiisciiliik - Gokhan/Salih usta

I had a reason to choose the Grand-bazaar studio from the studios that our faculty offered us
because I wanted to take care of more crafts rather than mass production in the future, although the name
of our department was 'industrial’, the studio venture met me with great motivation in this respect. I was
sincere with my masters, and they tried to show me everything they knew. It seems that we were just
apprentices in the workshop where all things except for some cases were hand-measured, visually inspected
and made to be built. In time we became more familiar with the tasks we gave ourselves, our workshops
and their potentials. Even at the end of the work we have become closer to the masters of our craftsmen.
We witnessed the departure, construction and results of the products. Salih the master has been forging
from morning until evening, even though I could not get used to his voice in the beginning, "What are these
pieces of cardboard that cover a large wall of the workshop?" They are called mastars, the mastars are laid
on the silver plate in the form of a flat plate and cut and cut, so the product to be made is given with the
simplest type of mastars. [ wanted to use the mastars that our craftsmen used as the project path. After using
the infinitives for the first time, I got the question of how I could use these infinitives differently when my
workshop friend and I did different shapes, and I decided to proceed with this potential. After a while I
went to the same sculpture and tried to reveal the body friend we wanted from us, close to the line of our
workshop using our master's technique of forging, handsawing, welding, leveling, And as a result, I ended
them with aesthetic leather details, a warrior's elbow and a necklace that forced the neck to stay upright.
And I tried to show the mastars that I used in my exhibition document that explain the production process,

what helped them to come out of those masters and what is done with it.
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Project Name: Adaptable Twirls
Student Name: Polen Kenziman

Workshop and Craftsmen Names: Rose Silver, Garbis Gedikoglu

We had an opportunity to observe a lot of things during the time that we were doing apprenticeship
at the Biiyiik Yeni Han. The first thing we learned was that tea was very special. Tea is being used in the
Han beyond its own meaning. It meant no ending chat, break and communication between the upper floor
and the middle floor. Secondly, it was a very precious and useful experience for me. Aside from the master-
apprentice relationship, we have observed and experienced how silver is processed and through which
stages it passes. Our craftsmen were very relevant to us, they taught us everything one by one. We realized
that the atmosphere of the Han and the workshop is much different than the normal studio environment.
Especially we have learned a lot with the accumulation of knowledge from the fact that the workshops we
worked with, are at the same time a production place. At the beginning of my apprenticeship I have been
rasping many times and then I started to take care of my own designs. I worked with copper and brass
plates. Before I used these plates, I annealed them with the recommendation of my master and he helped
me to realize that the material was much easier to use when it annealed. There are more examples to be
given in this way, the things our craftsmen gave us were very valuable. While I made my own collection, I
bent copper and brass plates over each other with pliers and turned them into double layers. Copper and
brass plates are not distorted when they are twisted onto each other, they are rigid waves, and when these
two or more rigid units pass through each other, they form a locking mechanism, which locks firmly. The
jewelry, belts and so on that we are using in daily life should be locked and used. The units with their
own locking mechanism, which is the design, give it a different perspective. In particular, the unit I
use as a belt buckle has the ability to move both like a lock and a spring. The waves of the buckle can

be widened by force and adjusted according to the waist.
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Project Name: Just Paper

Student Name: Adem Sinag

Workshop and Craftsmen Names: Eyyiip Giimiis

I started with the Observation of the Grand bazaar in the project. Then I started the apprenticeship
at Biiylik yeni han Eyylip giimiis that the school had arranged for us. Eyyup Giimiis is one of the last
workshops working on silver mirror and comb and maybe in Istanbul.

I watched the mirror and comb production during the apprenticeship period. I learned the hand
tools used, and the hierarchy that works in the bazaar. I can say that this is the most important factor of
Biiyiik Yeni Han. Since the workshops are specialized in their own techniques, the product is not only used
in one workshop, I tried to get a new product by making use of the hand tools in the workshops and making
minor changes in the production method. I have tried to get a new product by using a lot of different
materials at the workshops and by making slight changes in the production method. The silver leaf that is
used in the production. I can produce my products as paper as it is as thin as silver paper. In addition to this,
The paper was not strong enough for the press machine. To get the paper press, 4 layers of paper were

wiped between them with wood glue, and with this new material obtained, the final product appeared.
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Project Name: Wabi
Student Name: irem Altunsu

Workshop and Craftsmen Names: Halit Kandemir

I chose Apprenticeship in Product Design Studio for my fourth semester in industrial design
education. My initial objective was to have a better understanding of traditional craftsmanship in Istanbul
but I ended up learning so much more and I built a network in Biiyiik Yeni Han, which would become very
useful for my future projects.

After getting the basic knowledge about production techniques from our masters in the Han, I tried
to apply these techniques to my project by combining them with other methods that I found.

I observed color and texture changes on copper and brass. I researched faster methods for having
a green-blue color on brass that would normally occur with time. This phenomenon is called patina.

Patina reflects beauty and serenity in the Han and unlike rust, patina protects the metal underneath,
like a skin.

I aimed to use patina on a body companion to let people appreciate the ingenuous integrity of
natural objects and processes.

I can say that my work was based on the process rather than the result. I have made around a
hundred experiments to observe the patina process by changing the metal, the liquid I apply (apple cider
vinegar, white vinegar, ammonium, salted vinegar etc.) and application method. I learned to control the

patina process and I wanted to apply it on brass to make it look and feel like a second skin.
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Project Name: Pangea

Student Name: Selin Oztiirk

Workshop and Craftsmen Names: Halit Kandemir

The reason I chose The Kapalicarsi Studio isn’t only about the products, the main reason was that
I could learn more about the crafting of the product. By exploring the Kapalicarsi in the beginning of this
project I got to learn that this kind of crafting is really precious and it is done by a few. I had the chance to
learn from the best masters who have been practicing crafting for many years. Our masters, who answered
every question of ours with patience and made sure that we learn by practicing, and their information and
experiences have been an incredible help on our designing process. In my journey of designing the body
companion, | started off by observing this kind of crafting. The precious products, which have been made
in weeks, in our studio; made me wonder about the techniques that are used in crafting. First I started
observing the techniques that are used in our studio and in other studios. For the techniques that weren’t
done in our studio, I went to other studios and other masters so that I can observe and learn. Since the
plastering and the hammering techniques are the most common in my studio, I got to learn more about them
than the other techniques. At first I watched and asked questions and than I started to try the techniques
myself with the help of our masters, I realized that the plastering and the hammering techniques are the
most suitable techniques for my project. While working on brass, copper and alpaca, I learned how to re-
shape them and how to change their colors. Instead of using the circle shaped brass and copper pieces in
our studio, I cut the circle shaped piece into multiple pieces and gathered them. I welded the pieces. I melted
every edge instead of just melting the combining points to create integrity as I observed before and than I
changed their colors by heating. I hammered the flat shaped final product to make it suitable for the arm.

For the other product I twisted a copper wire to make it suitable for the neck.
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Project Name: Dancing Chain
Student Name:Ece Kokcak
Workshop and Craftsmen Names: Orgu Silver-Orhan Giiler- Halit

Kandemir

We lived in the Grand Bazaar for 1 month apprenticeship. In this apprenticeship process we
observed materials and production techniques and made experiments. We designed our products with the
help of our craftsmen. I designed a necklace that could be taken in different shapes. The shape of this
necklace can be adjusted according to the person wearing it. This necklace came to the end of beating
copper plates of different sizes and then joining them with rivets. I decided on the dimensions of copper
plates by making cardboard experiments. The dimensions of the copper plates were important in order for
the necklace to be open and closed differently. In the end, I chose to use plates that go from large to small.
These copper plates are hammered to fit the body. Then I made texture by hammering the plates on the
anvil. The tissues of all the plates are the same. I tried to merge only the corners of these plates together but
the chain did not change much in the closed and open state. The important thing for this project was that
their closed and open states were as diverse as possible. Therefore one of the plates combined from the
edge while the other combined from the middle of the edge of the sheet. I combined the plates flat and
reversed. This has led to a more three-dimensional product. Instead of a normal rope or chain, [ used a more

appropriate and adaptable leather cord. In this way, the dancing chain product was obtained.
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Project Name: Vertebra

Student Name: Lara Divris

Workshop Name: Orgu Silver & Rose Silver

This year we had internship at silver workshops under the title "Grand Bazaar" within the scope
of second class studio of industrial products design. One of the greatest achievements of the Grand Bazaar
studio was to get to know an industry that is not yet industrialized and to experience its challenges and
pleasure as a whole. In this apprenticeship process it was not possible for us to learn everything, but we had
an idea about all the production techniques and it is considered to be very mastery in some (especially about
'ege') techniques. At first we started by observing the masters and then the masters gradually started to give
us jobs. After gaining the confidence of the masters (and sometimes even if we were going to destroy the
job) they started to give us bigger jobs, beating, welding etc. We have done a lot of experiments before we
started the project and I tried to give flexibility to the metal in my experiments. I wanted to make a product
that represents the spine because I have a scoliosis since my childhood, and I wanted to be related to my
body because it is called 'Body Companion'. To do this, I moved the upper and moving parts of the spine
by combining it with the skin and bent it to fit me in the lower fold. The production techniques I used in
the workshop were annealing and forging. The skin was pressed by pressing the metal. I have worked with
many masters in this process and each one has helped me a lot and found solutions within seconds with the
accumulation of years. Under the name of craft, it did not really take long to realize that it was huge math
and engineering knowledge. Every piece made has to sit one by one and there is an excessive balance and
fine mathematical work in everything they do 'eye account’. We could see it in every advice and solution

they gave us.
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HOLLOW
Gizem Erbilgin

Ares Giimiisciiliik

This year we have an apprenticeship in the workshops of Kapalicarsi, Biiylik Yeni Han within the
scope of 2nd grade studio course. The most important thing in this process was to be able to learn a craft
from a master, to examine his work and to get a chance to practice later. Although I can not learn by
applying all the techniques, I can learn by examining the production stages of many products. During my
apprenticeship in Ares Glimiisciiliik, I learned many tricks from many master and learned the techniques
by seeing the production stages of many products. At first I started with rasping, cutting with saws, beating,
and I observed the reaction of the materials. Later on, I started to make designs for our 'Body Companion'
project, thinking about the relationship of these techniques to the material. At the workshop the most
interesting thing was beating, because the material starts to curl in response to the beating surface. I also
thought that I could cover the hollows formed by this technique with the curves in our bodies. So I have
done many experiments in this process, to see the form potentials that can be formed and to understand the
reaction of the material. Finally, I decided to design a 'Body Companion' using the curves of the head, back
and legs. The product I use for the head is attached to the ears to hold the head from behind. And the process
of production of this product has progressed as a form of perception and a form of cutting according to the
place of the ears and then beating. On the other hand, the product I designed for the back resembles the
backbone and consists of parts that can move to fit in with our movements. Starting from the back of the
neck and fixed with hair, the product spines along the back of the spine. To be moving, most parts are
connected to each other by rings, but in order to create an inward curvature in the waist opening, the parts
in that part are tied together by welding and each piece is beaten to have 3-dimension. The product I thought
of for the leg was supposed to be so flexible that it could not be broken by grasping it but it could easily be
fitted. So this form of the product has set these constraints and I beat the curl. In other words, each product

produced contains a piece from every work that is observed and learned in my apprenticeship.
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Project Name: CONICS
Student Name: Sezin Celebi
Workshop and Craftsmen Names: Vilyan Toparlak

In the second-class industrial product design studio, we had the opportunity to experience
apprenticeship in the Grand Bazaar for a while. During the time we were in the workshop, we had to observe
the work done there. Before Vilyan Usta did anything, he wanted to show us how to do it. Besides the
change of the product, he wanted to show us his movements, how he kept the product. During the time we
were in the workshop, I did the tests after observing. I experienced polishing, sanding, hammering with

different types of hammers, inlaying on the tar and welding.

In this project, I left openings in the middle to emphasize that the cones get this way by hitting
them with a hammer, not by metal spinning. And I used these openings in order to connect them with an
interlocking system. I preferred to apply the interlocking system in general to the project. That's why [ made
a necklace. And I applied the interlocking system to the conics to be used when the necklace was attached

and detached.
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Project Name: INSECT
Student Name: Dila Ank
Workshop and Craftsmen Names: VILYAN TOPARLAK

The biggest factor in choosing the Grand Bazaar studio is its craftsmanship and design. At the
same time, observing and experiencing the production process of a product played a major role. From the
first time I entered the workshop for apprenticeship, I was involved in a design and production process on
the basis of these concepts. Vilyan Usta's understanding of education and his attitude towards teaching
came out of my view as a factory only for me. I have experienced what we basically learned at school, such
as the depth of the decisions made at the start of a product, the design change of the product on the problems
in practice, and the mass of audience, function, liking and cost considered when deciding on the product. I
started by understanding all the routines in the workshop. I studied the details such as daily work and
product tasting forms and techniques used in the workshop, hand tools. During these examinations, I
continued with the process by trying every method (sandpaper, polish, welding, plastering, inlay) to bring
the product afterwards by drawing a product firstly from the first day when Vilyan Master defended the
idea of 'trying and breaking'. I have observed the materials used in the experience of all these production
techniques, and in fact the traditional products there, the operations on these products. This tradition in
products has begun to lead me to the product I designed and produced. I set out a basic production technique
for the project. When I experienced all of them, I chose the 'inlay' which I was most interested in and
discovered something constantly while doing. Inlaid an ornament. It is preferred to decorate the products
like silver, copper with traditional motifs. In this method, drawing is done on the selected sheet and work
is started, then the form, depth and texture are given to the product with inlaying pens. Inlaid pens can vary
for each workshop. I started to perform the project with the support of Vilyan Usta to the art of inlaid which
basically required great mastery. How could I interpret the traditional figures (leaves, flowers, roses,
branches) of the product's inlay inlay art in a different angle. At the same time, I thought how to use an art
of decorating in a product by itself, rather than just decorating it. At this point, I chose a insect as a figure
that is both a friend of these figures and awakens in people. I started by drawing first, and I designed a
spider with a rounded form, with a more moderate approaching wing and a mouth-clamping spider. I took
the decision to place an elbow, which I always used in my body. In addition to knocking on the product

when it comes to the product, it has gone through processes such as welding, anvil firing, texturing,
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polishing, and sanding. Finally I oxidized the spider by oxidizing it. So I completed the project using many

techniques at the workshop.

Project Name: Single or Together
Student Name: Naz Pamukcu

Workshop and Craftsmen Names: Rose Silver | Garbis Gedikoglu

In my apprenticeship, i took part in my own project as well as atelier’s projects. Because I took
part on i this project i know what material can be used that product. I gained experience what I learned and
what I do in this month long period. My task master taught me how to craft a things from start to finish. I
start filing silver then move to forging and annealing.

In my project, 1 tried to create visual frame show meaning while they are together and separate
with basic geometrical shapes. You can use these rings which i design individually. but these rings gives
different visual meaning when they are combined together as one piece.

I used copper material because it was softer compared to brass, cheaper compared to silver.

In my working process and after i design the wire, I forged with hammer the visual part. My
purpose in this project was to see the potential of the material, how to bend and forge. It was a smooth work
from 3d to 2d. after this step i welded the open wire with silver welding. Silver and copper colors give a
hint about my working process, for that reason i didn't paint the rings in any other colour.

At last I had twelve different type of set of rings.
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Project Name: HEALTH KIT
Student Name: Kunt Konuk

Workshop and Craftsmen Names: Ares Giimiis

Within the scope of " Studio Grand Bazaar ", the second class Industrial Design Studio , I had the
opportunity to do apprenticeship at Biiyiik Yeni Han. I have chosen this studio to be in production as well
as in design , and I can say that it is worked for me. Thanks to our craftsmen , who have been in this
profession for many years and having plenty of knowledge about the materials and knowing what they
can/can not do with them, they explained everything to the finest detail. They taught me how to do it in the
end and eventually they let me do it. [t was a great advantage for me to have started my " Body Companion
" assignment as someone who has experienced all the processes. The collection of my " Health Kit " - based
artisans relies on their bodies. They were working without any protection , blooming parts without welding
, burning while welding ... Many factors in the workshop environment cause wounds. In the first week of
the workshop I was also burned my hand because I was careless. For this reason, I aimed to protect ; the
designs that I have made protects people from any harm that may occur. Parts I made for the head , face
and arm ; using Plastering , spinning , welding and so on, I have given it to the glaze and have become

suitable for their purposes.
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Project Name: Anomali
Student Name: Alara Altinoren

Workshop and Craftsmen Names: Ming Giimiis|Garo Kiirkciigil

This year, as a part of our studio project, I had the chance to become an apprentice in the ‘Biiylik
Yeni Han’. Being able to observe this level of craftsmanship so closely was very important and exclusive
for future designers like us. Thanks to our master’s friendliness and their eagerness to pass on their
knowledge, we had the chance to experience things that which apprentices struggle to learn or do for years.
At the beginning of our apprenticeship we first examined the working routine of the atelier and witnessed
the process of production from beginning to the end. Right after that we all applied these knowledge to our
own design as a subject to our assignment. Following such rasping and hammering techniques which I
learned during my apprenticeship, I also made my own hair accessories and brooches. I combined brass
and copper plates and also their pieces cut in stripes without any kind of welding. I used brass for my body
accessory. Because of brass being much more durable and strong as a material , I prefered it to be the main
component of my body companion. And afterwards I combined the two material by wrapping and
tightening them on to each other by the help of pliers. Then I toughened them up by pounding them and did

the final rasping. Afterall, I concluded this process with a 10-piece collection.
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Project Name: HANCLAMPUS
Student Name: Deniz Yildirim

Workshop and Craftsmen Names: Ming Giimiis — Garo Kiirkgciigil

Within the context of this studio for our second year students, I think we are really lucky because
of this chance like observing this job. We learn lots of things about craftsmen, crafts, their ateliers and even
their lives. As we observe them, we see that they are not using complicated tools or calculations but they
make perfect objects at the end. Thanks to incoming orders, i can see lots of objects’ construction phase.
At these phases, the attentive things are figures on the objects. They call “aplik” to these figures. They
attached figures on the object with clamps before welding. They call these clamps “merzem”. I wanted to
use this detail on my Project and i designed brooch collection. In my collection, I show background and

clamp details with hammering (patterns) and material choices.

Project Name: BOWOICE

Student Name: ADIL BATUHAN KASUT

Workshop and Craftsmen Names: BALYAN EL SANATLARI, YEPREM
SOGUT
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Before entering this process, what I know and anticipate about the Grand Bazaar studio is that we
only see crafts, watch and accumulate information. From the moment I first went to the workshop,
everything I thought changed so much and I met an environment I had never expected. I have witnessed
every job the masters have done and did detailed work on the work done, not just by watching but doing
the work they did. The masters were very close to people and enjoyed teaching. I was able to ask
comfortably at any moment when there was any subject in my mind, and I was able to get good answers
from the master. This attitude of the masters made me learn things very quickly and comfortably. In our
workshop we were producing trays. During the tray production process, I learned a lot about the material
and various techniques. Over time I began to better understand the material and learned its potential. We
started to think on the projects that we see from the workshop, we learn and inspire from the workshop
anything we can associate with the “ body” under the name of “body companion”. In our workshop, tray
production was done, so we were beaten up to give shape to the tray. Two people were beating together
with a master of fighters and a master. For this reason, the workshop was very violent. But at one point,
two people caught a very good rhythm when they fought at the same time, and there was a very harmonious
sound. This harmonious and different sound was very interested in me and I began to think about the sound
potential of the material. We had to relate this to our bodies in some way, and I eventually decided that it
had a bond with our fingers and that it would produce different voices with each work we did.

Different materials (metal, iron, brass) attached to the body of the nylon thread in different sizes
inside the big rigid piece of plastic we have fingered ourselves make different sounds according to the speed

of the work we do and the size of the play. I call it the voices of the things your body has done.
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APPENDIX F

CHART OF THE PRODUCTS

Pangea

Wabi

Han's Brass
Ma'star
Adeptable Twirls
Single or Together
Dancing Chain
Vertebra
Hanclampus
Anomali

Conics

Insect

Hollow

Health Kit

Just Paper

BoWoice

ALIMUNUM  ALPACA

BRASS

COPPER

PAPER

Transforming
materials

Transforming
context and forms

Trasforming forms
with material

Transforming movement

with technique

Transforming
technique

Transforming form ofa
traditional technique

Transforming forms

Trasforming material
of the technique

ERNENNNREREN

Transforming function
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APPENDIX G

CHART OF THE INTERVIEWS WITH CRAFTSMEN

Apprenticeship in the Past and Today

Masters cannot find any apprentices today.
Nostalgic about the past.
Suspicions about the "apprenticeship" due to limited time.

Tradition and Today

An old community bought silver in Turkey/New generation does not want to buy it.
The table culture is disappearing
Silver at home is not worth the effort.

Silverware as Luxury

We are losing the culture of silver.
It lost its popularity. In other countries, there is inferest.
Silver recycling is important.

State of the Profession Today and in the Future

Pessimistic about the future.

The craft is not popular.

It will not exist in the future

No apprentices today-not enough work in the workshops

They will keep doing the profession as they have orders from other countries

Sharing Knowledge

When know | edge is shared it becomes less valuable.
It is important to share craft knowledge with people inferested.

Education

Silversmithing should be applied to sdiools of art and crafts like abroad.

Production Techniques and New Technologies

Producing a product with old techniques is important.
The jewellery mastership is often criticized as it also involves digital tedinologies

Publications and Promoting the Craft

The workshop owners do not take adive part in them.
They find it as positive attempts.
They prefer that people come by their workshop if they want to work together.

Collaboration with Designers

Most of the time they do not last.

Designers demand designs that can not be hand-crafted as they do not know the producton.
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CHARTS OF THE WORKSHOPS

Halit Kandemir
Workshop Area, Tool and
Introductions Producis

APPENDIX H

Production
Techniques

Transformation of Production Techniques

Design and Production Process

Finished Products

Figire 4 10. Photo of sroducts and he workeboo owaes Halt Kandams
(Phonpaphy

Becitsn Tarcas)

Ming Silver
Workshop Area, Tool and
Introductions Products

Production
Techniques

Transformation of Production Techniques

Design and Production Process

Finished Products
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Rose Silver

Workshop Area, Tool and Production Transformation of Production Techniques Finished Products
Introductions Products Techniques Design and Production Process

Balyan Handicrafts

Workshop Area, Tool and Production Transformation of Production Techniques Finished Products
Introductions Products Techniques Design and Production Process
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Eyyiip Silver
Workshop Area, Tool and Production Transformation of Production Techniques Finished Products
Introductions Products Techniques Design and Production Process

s = -6 '
“w = e | K
— -

Ares Silver
Workshop Areq, Tool and Production Transformation of Production Techniques Finished Products
Introductions Products Techniques Design and Production Process
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Halil & Ali Silver

Workshop Area,
Introductions

Production
Techniques

Tool and
Products

Transformation of Production Techniques
Design and Production Process

Finished Products

Vilyan Toparlak
Workshop Area, Tool and Production
Introductions Products Techniques

Transformation of Production Techniques Finished Products

Design and Production Process

Soldering

Sanding / Polishing
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