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Bugine kadar hi¢c mutfak tasarladin mi?

Intema Yasam'a gel, intema BAZ:BIZ mutfagini kirala ve diledigin
yemeqi pisir. Yasadigin deneyimi bizimle paylas, mutfagin tasarimini
birlikte olusturalim. Yakinda satisina baslanacak Intema

BAZ:BIZ mutfaginda senin de bir dokunusun olsun.

Intema BAZ:BIZ mutfadi, kirala & pisir mutfaklar, yemek atdlyeleri,
restoranlar, kafeler ve daha énce yasamadigin bir mutfak deneyimi

Intema Yasam'da seni bekliyor.

Intema Yasam Akademi ¢ intema & Berloni & Bulthaup Satis Noktasi
Kirala & Pisir Mutfaklar = Gaea Restoran * Makai Experimental Cafe « CAB Cafe .I I\I T E M A
Vorwerk - Thermomix Satis Noktasi « Datca Murat Ciftligi = Homer Kitap

YASAM
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NESPRESSO.

BENZERSIZ KAHVEYE GIDEN YOL

CEKIRDEKTEN FINCANA, NESPRESSO SiZE BENZERSIZ LEZZETTE
KAHVELER SUNMAK iCIN YOLCULUGA CIKIYOR.

Nespresso kapsulUnUn icerisinde ne oldugunu gergekten biliyor musunuz?
Eniyi cekirdeklerin se¢iminden makinelerimizin Uretimine kadar yaptigimiz her segim, yUksek kalite
ve standartlarimizla uyum icerisindedir. Benzersiz kahveler sunmak asla tesaduf degildir.
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BOLGE CEKIRDEKLER T
Kahve gekirdeklerinin seciminde oldukga hassas Birlikte cahstigirmz ciftgiler ile yakindan ilgileniyor ve
davraniyoruz. llk olarak, kahvenin yetistigi bolgenin, onlarin hem yuksek kalitede kahve cekirdegi
iklim ve topradin, kahvenin tadina ve karakterine yetistirmelerinde hem de ¢evreyi korumalarina yardimc
bUyik etkisi olduguna inaniyoruz. olmak igin onlara tarim uzmanlari ile birlikte destek

veriyoruz.

Benzersiz kahve, yuksek kaliteli cekirdeklerden ¢ok Kapsullerimiz icin kullandigimiz aliminyum, kahvenizin

daha fazlasidir: Kavurma ve 6gitme uzmanlarimizin tazeligini ve aromalarini uzun sire korumak icin kullanilan en
yillara dayanan tecribeleri sayesinde kahve iyi malzemedir. Aliminyum, lezzeti etkileyen, 1s1k ve nem
cekirdeklerinin lezzet ve aromalarini ortaya ¢ikarmanin gibi dis etkenlere karsi en iyi koruyuculardan biri olmasinin

en iyi yolunu biliyoruz. yani sira, yuzde yUz ve sonsuz kez geri donusturulebilir.

KOLOMBIYA’DA iNSA ETTiGiMiZ SU DEGIRMENIi iLE KAHVE KALITENIZi

, KORUMANIN YANI SIRA CEVRE VE TOPLUM iCiN HAYAL ETTIiGIMIiZiN OTESINDE

i
MAKINELERI

BiR KATMA DEGER ELDE ETTiK. SURDURULEBiILIiR KAHVE ANLARI DIiLERIZ.

= i
MUhendislerimiz dilediginiz’zaman benzersiz
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Herkahve animza uyum saglamasiicin, essiz 24 adet

lezzette kahvelerimizin tadini ¢cikarmaniz icin'gok.cesitls, _ Grand Cru kahve icerisinden secim yapabilirsiniz.
akill tasarimlara ve 19 bar basinca sahip, kullanimi Ornegin Ristretto meyvemsi notalara sahipken, Volluto,
kolay makineler gelistirdi. dengeli bir espresso olup-zarif bir asiditeye sahiptir,

Arpeggio ise kakaomsu notalari ile 6ne ¢ikar.

KAHVE CiFTCiSi HUMBERTO’NUN HIKAYESiNi KESFEDIN

WWW.BUYNESPRESSO.COM

MAKINE VE KAHVELERiIMIZ ARASINDAN DILEDIGiNiZi SECEBILIR VE SiPARiS EDEBILIRSINiZ.

4441576 Nespresso Club | www.buynespresso.com | Nespresso Boutique’ler: Nisantasi, Suadiye ve Zorlu Center Wﬁég 7
o
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MANUFACTURING SERISINDEN, CIN, 2005 FOTOGRAF PHOTO EDWARD BURTYNSKY

Oniimde agik duran; 6-24 Kasim tarihleri arasinda
Londra’da gergeklesecek olan Disruptive Innovation
Festivalinin web sitesinde “Ya her seyi yeniden tasarla-
yabilseydik?” yaziyor.

Disruptive terimini inovasyon ile birlikte ele alip, don-
giisel ekonomi ve gelecekteki tasarlama bigimlerine yeni
misyonlar bigen festival, canli yayinlarla diinyanin farkli
kentlerinde takip edilebilir olacak.

Festivalin, 6grenilmis tasarim etkinlikleri ve tasarim
stireglerini bozma fikrine atfen; El Lissitzky’nin 1923’te
yazdig1 The Topography of Typography manifestosunun
icinden ¢ikan Electro-library fikrinden bahsetmek is-
tiyorum.

Lissitzky, manifestosunda, yeni bir tiir yazardan bah-
seder, okuma bigimlerimize yeni 6ngoriiler biger. “Basilt
mecra duyulan degil gériilendir,” der ve bize tipografinin
semiyotik bir mecra oldugunu séyler.

“Basili materyal, baski yiizeyi, zamanin ve mekanin
Otesine geger.”

Electro-library, 1920’lerin konstriiktivist Avrupa ideo-
lojisin yansitt1 ve Laszl6 Moholy-Nagy, Hans Richter ve
Theo van Doesburg gibi isimleri yanina alarak tipografi
icin yeni bir baglam sundu. Manifesto olarak var olan
yayinlar, evrensel bir gérsel dil olusturacak bu yeni tipog-

rafiile yeni sanat ve tasarim inovasyonlarina yer bulacag:
bir platform olacakti.

Bugiiniin biitiinii bozan, pargalarina ayiran, yikici -fa-
kat kelime anlaminin tersine yapici- tasarim yaklagimi,
6gretileni ve bilineni pargalarina ayrip yeni gergeklikler
olusturmak i¢in 6zgiin fikirlerin ortaya ¢ikmasi adina
umut verici.

Tasarimci-liretici-kullanici arasindaki siirekli etkile-
sim, zamanin ve mekanin Stesine gegerek tasarimi bag-
libasina bir degisim {iriinii, ya da degisim ajani haline
getirebilir. Bugiin, iiriiniin kendisinden ziyade, bu diya-
logu tesvik edecek, doniisiitme bag kuracak ve platform
olusturacak ajanlara ihtiyacimiz var.

Bu sayidaki kapagimizda yer alan Guilloché da bu
ajanliga bir referans. Mimaride bir siis detayina veri-
len isim olan Guilloché, giinliik hayatimizda banknot-
lar tizerindeki desenlerin adi olarak karsimiza ¢ikiyor.
Birbirini tekrar eden bir matematige sahip Guilloché,
ayn1 zamanda taklite kars1 da bir orijinallik géstergesi.

Yayin olarak bagi kurma misyonunu fazlasiyla hisset-
tigimiz bir donemde, tasarimin kent ekonomisine yan-
simalari, marka kiiltiiriindeki yeri, tasarim kiiltiiriiniin
aktarilmasi konusunda tutundugumuz noktalari agip,
arac1 bir ylizey olmaya ¢aligtik.

Lhave Disruptive Innovation Festival’s, in London between
6-24 November, web site open in front of me and it says
“What if we could redesign everything?”

Tailoring new missions to circular economy and future
design directions, the festival embraces the disruptive term
with innovation by offering live sessions in different cities
in the world.

Referring to festival’s breaking idea on learned design
processes; I would like to talk about El Lissitzky’s Electro-
library idea coming out from his manifest titled Zhe
Topography of Typography written in 1923.

Lissitzky talks about a new type of writer in his manifest
and forecasts new ways to our reading habits. He mentions
that the printed material is not heard, it is seen and the
typography is a semiotic medium.

“The printed surface transcends space and time.”

Electro-library offered a new context reflecting 1920’
European constructivist ideology together with Laszlé
Moholy-Nagy, Hans Richter ve Theo van Doesburg. The
magazines as manifests would become a platform where
new art and design innovations take place with this new
typography creating a new visual language.

Today’s disruptive yet constructive design approach
seems promising to generate original ideas by breaking
the learned know-hows into pieces.

The constant interaction between designer-manufac-
turer-user may transform design as a product of change or
agent of change beyond time and space. Today, rather than
the product itself, we need agents who trigger this dialogue,
connect to transition and become a platform.

Guilloché, taking place on our cover in this issue, is actu-
ally a reference for being an agent. Guilloché is the name of
an architectural ornament as well as the decorative pattern
placed on banknotes. Guilloché has a repetitive and also
protecting the document against forged copies.

As a publication with a strong mission to bond connec-
tions, we tried to be a surface of agent by opening subjects
on design’s reflections in urban economy, design’s position
in brand culture and connection points of design culture
into discussion.
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BoyaBasma Apre Fabrikasi-DEBA; Denizli (1973-74)
SALT Arastirma, Cengiz Bektas Arsivi

SALT ARASTIRMA
MIMARLIK VE TASARIM ARSIVI

Tiirkiye’de yapili ¢cevre ve tasarim Konularinda arastirma ve programlar yiiriiten

SALT Arastirma Mimarlik ve Tasarim Arsivi, 2015’ten bu yana Kalebodur’un destegiyle
calismalarini siirdiiriiyor. Altug-Behruz Cinici Arsivi’yle baslayan is birligi, 2016’da SALT
Arastirma’ya Katilan Cengiz Bektas Arsivi’yle devam ediyor. Bu yilin giindeminde ayrica,
Fazil Aysu, Kayihan Tiirkoz, Sadi Diren, Mustafa Semsettin Seniz ve Erkal Giing6ren’in
erisime hazirlanan arsivleri yer aliyor. Yakin donem mimarlik tarihi calismalarina katki
sunacak bir dizi koleksiyonla ¢esitlenen SALT Arastirma Mimarlik ve Tasarim Arsivi’'ni
incelemek icin: saltresearch.org

SALT Arastirma Mimarlik ve Tasarim Arsivi
SALT Kalebodur tarafindan desteklenmektedir.

kurucu Garanti Bankasi
saltonline.org

Kalebodur
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BULENT ECZACIBASI, JAN BOELEN, DENIZ OVA, GORGUN TANER
FOTOGRAF PHOTO ILGIN ERARSLAN YANMAZ

4. [stanbul Tasanm Bienali'nin
temasi aciklandi

Istanbul Kiiltiir ve Sanat Vakfi tarafindan 22 Eyliil - 4 Kasim 2018 tarihleri arasinda
gergeklesecek olan 4. Istanbul Tasarim Bienali’nin temasi, bienalin kiiratérii Jan
Boelen ve Istanbul Tasarim Bienali Direktérii Deniz Ova tarafindan 12 Ekim’de
Salon IKSV’de gergeklestirilen basin toplantisinda agiklandi. Giiniimiiz diinyasin-
da tasarim egitiminin problemleri fizerine tartigma agmayi amaglayan Jan Boelen,
4. Istanbul Tasarim Bienali'ni siireg odakli bir egitim ve tasarim platformu olarak
kurguluyor. Bienalin temasi olarak agiklanan Okullar Okulu, 15 Aralik’a kadar sii-
recek olan “acik ¢cagr1” ile bir¢ok farkli alandan 6grenci, profesyonel ve egitimciyi
bir araya getirerek interdisipliner bir ortam yaratmayi amagliyor.

16. Venedik Mimatik Bienali'nin temasi belli oldu

Venedik Bienali Bagkani Paolo Baratta, Venedik Bienali 16. Uluslararasi
Mimarlik Sergisinin kiiratorleri Yvonne Farrell ve Shelley McNamara ile
26 Mayis-25 Kasim 2018 tarihleri arasinda gergeklestirlecek bienalin temasinin
Freespaceoldugunuduyurdular. Kiiratérler butemayise¢me nedenlerini soyle agikliyor:
“Freespace, ruhun comertligine ve mekanin kalitesine odaklanan mimarlik ajanda-
sinin merkezindeki insanlik anlayisini tarifliyor. Freespace hayal etme 6zguirligii-
nii; zaman ve bellek i¢in 6zgiir mekani; gegmis, simdi ve gelecegi iligskilendirmeyi;
miras kalan kiiltiirel katmanlari iizerine inga etmeyi; ge¢mise ait olani gliniimiize
ait olanla dokumayi kapsiyor.

CENTRAL PAVILION GIARDINI

www.mehmetefendi.com

From Thap Hulusi to the present...
We are proud to always support the arts.
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FOTOGRAF PHOTO CHICAGO CULTURAL CENTER, COURTESY CHICAGO ARCHITECTURE BIENNIAL 2017

Chicago Mimarlik Bienali,
“Make New History"”
temasiile 7 Ocak’a kadar
devam ediyor

Chicago Mimarlik Bienali bu sene, Sharon Johnston ve Mark Lee direktérlii-
glinde Make New History temasi ile gerceklesiyor. Tarih, modernite, sanat ve
mimarinin birbirleriyle olan iliskilerinin ele alinip sorgulanacagi Make New
History temasini Mark Lee s6yle acikliyor: “Mimari, bu temalardan ilkine (ta-
rih) daha derinden konsantre olurken ikincisine (modernite) daha goriiniir
bir bicimde odaklaniyor. En yeni formlari veya en giincel estetik anlayigini
sunmaktansa, mimarlik tarihinden koklerini alan en yenilik¢i yaklagimlar:
isleyecegiz.” Sharon Johnston ve Mark Lee, sanat ve mimari arasindaki baga
verdikleri 6nemi sanatgilar, grafik tasarimcilar ve yazarlarla yaptiklar igbir-
likleriyle ortaya koyuyor.

2018 Londra Tasanm Bienali

2018 Londra Tasarim Bienali’nin temasi Emotional States olarak agik-
landi. The Edmond J. Safra Fountain Court ve River Terraces da i¢ine
alarak Somerset House’da gergeklesecek olan bienalde siirdiirebilirlik,
goc, cevre kirliligi, enerji, sehirler ve sosyal esitlik {izerinden sorular ele
alinacak. izleyiciler bu bienalde interaktif yerlestimeler, buluglar, eser-
ler ve bu temalara odaklanan tasarim 6nerilerini gorebilecekler. Londra
Tasarim Bienali’nin ilk edisyonu 2016 yilinda Utopia by Design temasiyla
gerceklesmisti.

-
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www.mehmetefendi.com

From Ihap Hulusi to the present...
We are proud to always support the
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Haberer

World Design Organization 2020 Duinya
Tasanm Baskenti finalistlerini acikladi

World Design Organization (WDO), sosyal, kiiltiirel ve ¢cevresel kalkinma konularinda tasarimi en etkili bi-
¢cimde kullanan gehirlerden Lille ve Sidney’i 2020 Diinya Tasarim Bagkenti finalistleri olarak agikladi. WDO
baskani ve Diinya Tasarim Bagkenti secim kurulu iiyesi Mugendi M’Rithaa, her iki finalistin de sehir yasa-
minin en kritik sorunlarini ¢6zmede kullaniciyi ve ¢evreyi gézeten tasarimlara olan bagliliklarini g6z 6niinde
bulundurduklarini belirtti. Lille 2.1 milyonluk niifusunu; isbirlik¢i bir tasarim projesi olan Eldorado: En bii-
yiik Tasarim Deneyimi temast ile sehrin ekonomik, sosyal ve ¢evresel doniisiimiiniin odak noktasina tasarimi
yerlestiriyor. Sidney ise Parramatta ve diger banliydleri de kapsayan bir isbirligiyle Inclusive and Resilient
(Kapsayan ve Esnek) programlarini yiiriitecek.

WORLD
DESIGN
GAPITAL
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Zaha Hadid italya'da

MAXXI, Irakli mimarin Italya’yla olan iliskisine ithaf et-
tigi Zaha Hadid in Italy ile, mimarin Italya, 6zellikle de
Roma’yla olan iligkisini sergiliyor. Zaha Hadid Design,
Zaha Hadid Architects ve Zaha Hadid Foundation isbir-
ligiyle hazirlanan sergide, Hadid’in tasarladig1 Salerno
Deniz Terminali, Plan de Corones’teki Messner Dag Miizesi,
Milano’daki City Life konut projesi gibi ger¢eklesmis veya
Nuragic and Contemporary Art Museum gibi ingaa edilme-
mis projelerin eskizleri, ii¢ boyutlu modelleri, ¢esitli ¢calig-
malari, video ve fotograflari yer aliyor. Zaha Hadid in Italy
sergisi 14 Ocak 2018’e kadar devam ediyor.

www.mehmetefendi.com

From Thap Hulusi to the present...
We are proud to always support the

arts.




Architectural Association'da
kadinlann 100. yili Lk

A.D. GraphX /Ph. Tommaso Sartori

Londra’daki Architectural Association Mimarlik Okulu’na kadinlarin kabul

edilmesinin 100. yilina ithafen Architectural Association sergi, dersler, website, 'i
uluslararasi konferans ve cesitli yayinlardan olusan bir proje gerceklestiriyor.
AA XX 100 projesinin bir parcasi olarak A4 Kadin ve Mimarlik 1917-2017
baslig1 altindaki uluslararasi mimarlik konferansi 2-4 Kasim tarihleri arasinda
Ingiliz Sanati Caligmalari Paul Mellon Merkezi isbirligiyle gerceklesecek. Kadin
6grencilerin okula kabul edilmesinin tarihini, hikayeler ve belgeler {izerinden
anlatan kitapla ayn1 ismi tagiyan A4 Kadin ve Mimarlik 1917-2017 sergisi ise 6
Ekim-9 Aralik tarihleri arasinda Bedford Square’deki A A binasinda goriilebilir.
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The centenary of women in
Architectural Association

Dedicated to the centenary of the acceptance of women to the Architectural
Association Architecture School in London, the Architectural Association

is undertaking a project made up of an exhibition, classes, a website, and in-
ternational conference and various publications. As part of the AA XX 100
project, the international architecture conference under the title 44 Women
and Architecture 1917-2017, will take place between 2 and 4 November with
collaboration from The Paul Mellon Centre for Studies in British Art. The
HOMEN I" ARCH'TE(TUHE exhibition titled A4 Women and Architecture 1917-2017 like the book that
9.30-5.30pm Saturday 7 November 2015 tells the history of the acceptance of women to the school with stories and
36 Bedford Square, London WC1B 3ES documents, can be visited at the AA building on Bedford Square between
bl gt October 6 and December 9.

Ferrari'nin 70. yil

Ferrarinin kurulugunun 70. yili adina diizenlenecek olan
Ferrari: Under The Skin sergisi, 15 Kasim 2017-15 Nisan 2018
tarihleri arasinda Londra Tasarim Miizesinde gergeklesecek.
Ferrariile ortak diizenlenen bu sergi, Enzo Ferrari’nin hayati-
na bir bakis sunarken esi bulunmayan arabalar ve belgelerle,
1947’dekiilk Ferrarinin tiretiminden giiniimiize kadar gecen
70 yil1 kutluyor. Sergide yer alan parcalar Ferrarinin tasarim
stirecini, gelisimini, miithendisligi ve iiretimini sunarken,
markanin araba tasarimindaki muazzam detayciligini gozler
Oniine serecek.

The 70" year of Ferrari

16

Organized in the name of the 70th year of the foundation of Ferrari, Ferrari:
Under The Skin exhibition will take place at the London Design Museum
between 15 November 2017 and 15 April 2018. The exhibition co-organized
with Ferrari, celebrates the 70 years of Ferrari since the very first in 1947

with cars and documents while providing a glance at Enzo Ferrari’s life.

Presenting Ferrari’s design process, development, engineering and produc-

tion, the pieces at the exhibition will present the impeccable attention to

_#,/ - , detail in the brand’s car design.
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Baskentleri

Tasarimin kente entegrasyonunun, tek seferlik bir tesvikten ote
toplumlarda tasarim kiiltiirii olugturmada uzun vadedeki etkinligini
Diinya Tasarim Bagkenti Programu iizerinden fikir 6nderleri ile tartstik
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Helsinki

Neden Helsinki?

Helsinkinin 2012 Diinya Tasarim Bagkenti projesin-
deki stratejisi Fin toplumunda tasarim algisini kuvvet-
lendirmek tizerineydi. Bu strateji; ok genis bir iletigim
agini projeye dahil etmekle sonuglandi. Fin hitkiimeti,
kurumlar, Giniversiteler ve diger egitim enstitiileri, kar
amaci gliitmeyen organizasyonlar, vakiflar Fin tasarim
sektoriiniin ana aktorleri haline geldi.

Diinya Tasarim Bagkenti konsepti Helsinki i¢in met-
ropolitan alanin tiitmiine yayilan kalkinma planlariile
entegreydi ve paralel siireclerde ilerledi. Ayni zamanda
birkag sene 6ncesinden baglayan agik forumlar da ka-

Tema
Butiincil tasarim

Biitge
17.8 milyon Euro

Fonlama

(2010-2013 yillar1 arasinda harcanan miktar)

Fin Hiikiimeti: 5 milyon Euro

Ekonomi Bakanligi: 3 milyon Euro

Egitim ve Kiiltiir Bakanlig1: 2 milyon Euro
Kurumlar ve vakiflar: 6.8 milyon Euro
Kurumsal ortaklar: 5 milyon Euro
Vakiflar: 1.5 milyon Euro

Maas geliri: 0.3 milyon Euro

tilimci bir tasarim bagkenti programinin sinyallerini
vermisti. Bu noktada Helsink{i’yi diger aday sehirleri-
den ayristiran en dnemli nokta, tasarimi kent kalkin-
mast i¢in en 6nemli faktor olarak ele almasiydi. Hel-
sinki Diinya Tasarim Bagkenti projesi kapsamindaki
aktiviteler biitiinciil yaklagimla st 6l¢ekteki tasarim
projelerinin gelistirilmesine ve kamusal etkinliklere
boliindii.
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Uluslararasi etkinlikler

Uluslararasi: Tasarim Evi Sergisi

Eylil 2012°de Suvilahti’de diizenlenen Uluslararas:
Tasarim Evi Sergisi, 23 farkli iilkeden yiizlerce tasarimciy1
birer ‘tasarim evi’ yapmaya davet etti. Sergi, farkli tilke-
lerin giindelik yasamlarinda yer alan tasarimsal ¢6ziim-
lemeleri, yasam alani kurgulamak iizerinden izleyiciye
sundu. Helsinki bu sergi giindelik ¢6ziimlerin tasarima
yansimasini global 6l¢ekte ele almis oldu.

Meclis Seremonisi

Helsinki Tasarim Bagkenti programi sona erdiginde, 2014
yil1 i¢in bir sonraki tasarim bagkenti olan Cape Town
adina bir seremoni gergeklestirildi. Her iki iilke delegele-
rinin de kati1ldig1 toplantida Cape Town; tasarim bagkenti
programi dahilinde tasarimla degisimin yaratilacagi bir
rota belirtildi.

Tasarim Galas1

Helsinki, uluslararasi tasarim komiinitesinden 600 mi-
safirin katildigi, ICSID’in ilk kez diizenledigi Diinya
Tasarim Etkisi 6diil tdrenine ev sahipligi yaptu.

Tasarim Yil1 Etkinligi

Tasarim odakli yeni yil degerlendirmelerinin yapildig:
yilbagi etkinligi, Helsinkinin tasarim bagkenti segil-
mesine ithafen kent merkezindeki Senate Meydanrnda
yer aldu.
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Yerel etkinlikler

Fikir Forumu

2010 yilinda sehri tasarim bagkenti programina hazirla-
mak i¢in organize edilen forum, tasarim bagkenti prog-
raminin siirekliligi ve agik bir aksiyon kiiltiirii yaratmak
i¢in atilan ilk adimdu. Beyin firtinalarinin yapildig: yak-
lagik 100 seansa binlerce Fin katilim gosterdi ve tasarim
bagkenti olmak ile ilgili yaklasik iki bin adet farkl fikir
ortaya cikti.

Helsinki 2012 Pavyonu

Pavyon, Aalto Universitesi ahsap stiidyosu ve Fin
Mimarlik ve Tasarim Miizesi igbirligiyle insa edildi.
Pavyon, tasarim bagkenti siirecinde Helsinki’de bir mer-
kez olarak islev gordii. Ac¢ik bir alan yaratan pavyon in-
sanlar1 bir araya getirdi, sanat ve tasarim paylagimini ve
etkilesimini arttirdi ve en 6nemlisi de insanlara tasarim
baskentinin ne oldugunu anlatmaya ¢alistu.

Kauko Kafe

Kauko Kafe, tasarim bagkenti siirecinde Helsinki’de tasa-
rimin giindelik hayattaki 6nemi ile ilgil yeni bir restoran
deneyimi yagatti. Kafe, katilimcilarin restoranin igerisin-
de yer alan sandalye ve masalarin agirligini, aydinlatma,
miizik gibi unsurlar: akilli telefonlarini kullanarak de-
gistirebilecegi etkilesimli bir atmosfer yaratt.

Acik Kimlik Helsinki

Helsinki Tasarim Bagkenti gorsel kimlik tasarimi agik-
Lik fikri tizerine inga edildi. Helsinki ve $angay’da
Kokoro&Moi yiiriitiiciiliigiindeki atdlyeler, tasarim bag-
kentinin marka kimliginin olusmasi i¢in acgik bir alan
yaratt1. Helsinki Tasarim Bagkenti kimligi ytzlerce farkli
grafik yorumlamadan bir araya gelen kolektif bir tiriin
olarak gelistirildi.

Etkiler

551 proje, 2.800 etkinlik, 290 uygulayici organizasyon
14.500 siirece dahil olan kisi, 2.5 milyon izleyici

Helsinki Tasarim Bagkenti programiile birikte 2012’den
itibaren tasarimin yiikselen bir sosyal deger olarak ka-
musal tartigmalarda yer almasi 6nem kazanmaya bagla-
d1. Bu, siiphesiz Tasarim Bagkenti programi éncesinde
ve sonrasinda organizasyonun hem yerel halka, hem de
uluslararasi tasarim camiasina siireci sekillendirmesi i¢in
kapilarini agmasi ve davet etmesi yatiyor. Diizenlenen
diger uluslararasi etkinliklerle de Helsinki baskent prog-
rami ile global tasarim komiinitesinin bulugsma noktasi
haline geldi.

Tasarim algisinin kentin master planinda yer almasi ve
tasarim bagkenti projesinin de bu iist 6l¢ek plan kararlar:
ile paralel gitmesi, Helsinki’yi diger sehirleriden farkli
kilarak parcacil degil biitiinciil bir senaryoya oturtttu.
Kentte tasarim bagkenti projesinden sonra 2015 yilina
kadar devam eden Design Driven City insiyatifi tasa-
rimc1 diiglince sisteminin kentte genis kapsaminda yer
bulmasini sagladi. Helsinki'nin bagindan beri savundu-
gu tasarimi giindelik siireglere entegre etme fikri, kentle
ilgili projelerde tasarimcilara danigma firsati yaratti. Bu
da kentigerisinde dogru iletisim aglarini kuran, informel
bir tasarim ajan1 aginin olugmasina ve bu ag lizerinden
paylasim ve degis tokuslarin var olmasini sagladi. Tiim
bunlar, Finlandiya’nin repiitasyonunun uluslararasi sah-
nede bir tasarim ulusu olarak anilmasina 6n ayak oldu.

L
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Helsinki

Why Helsinki?

Helsinki’s strategy as the World Design Capital for 2012 was based on
strengthening the perception of design within the Finnish community.
This strategy resulted in the integration of a wide communication network
to the project. The Finnish government, institutions, universities and other
training institutions, NPO’s, and foundations became the major actors of
the Finnish design sector.

For Helsinki, the concept of World Design Capital was integrated with
the development plans across the whole metropolitan area, and continued
within parallel courses. At the same time, the open forums that had started
a couple years before had already given the signals of a participatory design
capital program. Here, the most important point separating Helsinki from
the other candidate cities was that it treated design as one of the most im-
portant factors in urban development. The activities within the scope of
the Helsinki World Design Capital project were therefore divided into an
embedded approach between the generation of design projects in the upper
scale and public events.

Local events

Ideas Forum

The forum organized to prepare the city for the design capital program in
2010, was the first step for the continuity of the program and the creation
of an open-action culture. Thousands of Finnish participated to about 100
sessions of brainstorming and about two thousand different ideas about
being a design capital emerged from thereon.

Helsinki Pavilion of 2012

The pavilion was built by the collaboration of the Aalto University Wood
Studio and the Finnish Architecture and Design Museum. The pavilion
served as a center in Helsinki during the time it was the design capital. The
pavilion that created an open-space brought people together, boosting the
sharing of art and design and their impacts, and most importantly tried to
explain people what it means to be a design capital.
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Theme
Embedded design

Budget
€17.8 million (amount spent between 2010-2013)

Funding

Finnish State: €5 million:

Ministry of Employment and the Economy: €3 million
Ministry of Education and Culture: €2 million

Corporations and foundations: €6.8 million
Corporate partners: €5 million

Foundations: €1.5 million

Sales income: €0.3 million

Kauko Café

Kauko Café created a new restaurant experience about the importance of
daily life in Helsinki during the design capital program. The café creates
an atmosphere where participants could change the weight of chairs and
tables, and elements like lighting and music by using their smart phones.

Open Identity Helsinki

The visual identity of Helsinki Design Capital was built on the idea of open
identity. The workshops led by Kokoro&Moi in Helsinki and Shanghai,
created an open space to allow the development of the brand identity of
the design capital. The Helsinki Design Capital identity was developed
as a collective product that was comprised of hundred of different graphic
interpretations.

PHOTO COURTESY WDO

Intemational events

International Design House Exhibition

The International Design House Exhibition organized in September 2012 in
Suvilahti (Swedish: Sédervik), invited hundreds of designers from 23 differ-
ent countries to build a ‘design house’. The exhibition presented the viewers
with design resolutions from the daily lives of different countries, by way of a
fiction of living space. With this exhibition, Helsinki has therefore addressed
the reflection of daily resolutions to design on a global scale.

Convocation Ceremony

A ceremony for Cape Town, the design capital for 2014, took place once the
Helsinki Design Capital program came to an end. In the meeting where both
countries’ representatives were present; a route was indicated in order to create
change with design within the scope of the design capital program.

Design Gala

Helsinki was home to the World Design Impact Prize event organized first
time by ICSID, where 600 guests from the international design community
were hosted.

Design Year Event

The New Year’s event where new year’s evaluations were undertaken, tool
place at the Senate Square in the city center dedicated to the announcement
of Helsinki as the design capital.

HELSINKI DESIGN WEEK 2016 FOTOGRAF PHOTO KUIVO.COM

Impacts

551 projects, 2.800 events, 290 executer organizations
14.500 individuals involved, 2.5 million viewers

Starting in 2012 with the Helsinki Design Capital program, design started
to gain further significance as a rising social value. One of the reasons for this
is surely the fact that the organization opened its doors and invited the local
and the international design community before and after the Design Capital
program. With various other international events organized within the con-
text of the design capital program, Helsinki became a meeting point for the
global design community.

The perception of design to play a part in the city’s master plan and the
design capital project to take place in parallel with the upper scale plan deci-
sions allowed placing Helsinki in an embedded plan, distinguishing it from
the other cities.

The Design Driven City initiative that continued to take place in the city
until 2015 following the design capital project, allowed the designer perspec-
tive system to majorly take part in the city. The idea of integrating design in
the daily processes advocated by Helsinki from the beginning, allowed for an
opportunity to consult designers about the projects happening in the city. This
allowed for the creation of an informal design agent network establishing the
right communication network in the city, and the sharing and exchange to
take place by way of this network. All of this initiated Finland’s reputation to
be referred as a design nation in the international arena.



Helsinki:

Tasanmla buyumek

Réportaj Interview Dilek Oztiirk

Helsinki Tasarim Miizesi Kiiratorii Suvi
Saloniemi ile, giiniimiizde miizelerin ve

kiiratorlerin misyonlarini tasarim kenti

kavrami iizerinden konustuk
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Helsinki gectigimiz ay hem Helsinki Tasarim
Haftas’na hem de Vitra Tasarim Miizesi’nin
MUSCON adl1 etkinligine ev sahipligi yapti. Bu
organizasyonlarin Helsinki’ye ne gibi yansimalar1
oldu?

11. Helsinki Tasarim Haftasi bugiine kadar gercekles-
tirilen en uluslararasi edisyonlardan biriydi. Normalde,
mesafe ve maliyet nedeniyle profesyonellerin Helsinki’ye
gelmesi ¢ok da kolay olmayabiliyor. Ancak Helsinki
Tasarim Haftasi, $ubat ayinda diizenlenen ve kuzey
tilkelerindeki en popiiler tasarim fuari olan Stockholm
Mobilya Fuarryla yaristyor. Ote yandan, fuarla es za-
manli olarak diizenlenen Stockholm Tasarim Haftasi
bence daha giiglii bir programa sahip olabilir. Helsinki
Tasarim Haftasi tamamen ierige dayali. Buyil, 6zellikle
cok ilging bir igerikle diizenlendi. One ¢ikan etkinlikler-
den biriise yeni bir toplumsal organizasyon olan Diinya
Tasarim Haftalar1 Zirvesi’ydi.

Bu yeni bir topluluk mu?

Evet, Diinya Tasarim Haftalari toplulugu resmi ola-
rak 2016 yilinda basladi. Diinya ¢apindaki tasarim
haftalar1 ve festivaller icin bir ag olusturuyor. Ancak
toplulugun c¢aligmalar1 2016’ dan 6ncesine dayaniyor.
Helsinki Tasarim Haftasi, bu yil ilk kez diizenlenecek
olan Diinya Tasarim Haftalar1 Zirvesinin organizas-
yonunu ustlendi. Zirve; tasarim haftalari, uluslararas:
capta profesyonel tasarimcilar ve medyanin bir araya
geldigi iki giin siiren bir program kapsiyor. Bunun ak-
sine, Vitra Tasarim Miizesinin MUSCON konferansi,
gezici degisim sergilerini tanitmak i¢in toplanan tasarim
miizesi kiiratorlerine ve yénetmenlerine, yaklasik 100
profesyonele odaklaniyor.

SUVISALONIEMI, FOTOGRAF PHOTO CELINA SIMONEN HIRES

“Alvar Aalto modernizmi Finlandiyayayla tanistirdikean sonra,

toplum modernizmin tiim ideallerini kabul ecti. Helsinki

Diinya Tasarim Bagkenti programu ise heterojen yaklagimlar

sunarak Fin Tasarimindaki bu modernist diistinceyi sarstt.”

“Helsinki” kelimesi bana “tasarim”1 ¢agristiriyor.
Sebebinedir? Helsinkineden “tasarim” sézciigiiyle
temsil ediliyor?

Finlandiya bir tasarim iilkesi. Tasarimla ve tasa-
rimin destegiyle biiyiliyen bir tilke. Bildigimiz {izere
Finlandiya’nin 5,5 milyon niifusu var ve bu niifusun 1
milyonu Helsinki’de yasiyor. Bu yiizden en yogun ta-
sarim faaliyetleri bu bolgede, bagkentte gergeklesiyor.

Tasarimin bu sehirde ¢ok giiglii olmasinin bir nedeni
de sehrin tarihi. Tasarimi destekleyen temel yapilar
gecmisten beri var; bunlardan biri 1871°de kurulan ve o
zamanlar El Sanatlar1 Okulu olarak adlandirilan, Aalto
Sanat Tasarim ve Mimarlik Universitesi’dir. Kuruldugu
yildan bu yana egitimin kadinlara agik oldugunu vur-
gulamak isterim.

Ikinci kurulus ise, Aalto’dan iki y1l sonra 1873’te
kurulan Helsinki Tasarim Miizesi. O tarihte ¢alisma-
larin bir kismi mevcut objeleri ve teknikleri gézlem-
leyerek 6grenmekti. El Sanatlar1 Okulu kurulduktan
birkag yil sonra, bir grup profesyonel ¢aligma amaglh
bir koleksiyon almak i¢in gérevlendirildi. 1873 yilinda
Viyana Diinya Fuarrndan getirilen 732 parga, okul icin
¢alisma koleksiyonuna doniistii. Objelerin bakimiigin

de bir kisi atandi. O an miizemizin dogusunu isaret
ediyor iste. Finlandiya 1917 yilina kadar Rusya’nin bir
pargastydi. 2017 Finlandiya'nin bagimsizliginin 100.
yilin1 temsil ediyor. Bagimsizlik kazanmak her zaman
ok fazla politik is demektir. Bagimsizliga yol agan si-
yasi ¢calismanin ¢ok ilging bir agamasi1 1800’1ii y1llarin
sonunda bagladi. Sanatcilar, mimarlar ve tasarimcilar;
diinyanin geri kalanini, Finlandiya’nin kendi 6zellikleri
ve kiiltiirii olan bagimsiz bir ulus olduguna ikna etmek
icin politikacilarla bir araya gelmiglerdi. Bu olay, Eero
Saarinen’in babasi Eliel Saarinen gibi yetenekler tara-
findan tasarlanan Finlandiya’nin kendi ulusal késkiinii
ilk kez sergileme sans1 buldugu Paris Diinya Fuarr'nda
1900 yilinda beyan edilmisti. Bu 6rnek, Finlandiya’da
tasarimin 100 y1l1 agkin siiredir siyasi ve yapisal oldu-
gunu gosteriyor.

Modernizm, 1920’lerin sonunda Alvar Aalto ta-
rafindan Finlandiya’ya getirildi. Finlandiya kiiltiiri,
Modernizm’in ideallerine olduk¢a ¢cabuk adapte oldu.
Bahsettigim gibi, Finlandiya toplumu ¢ok esitlik¢i bir
toplum. Modernizmin en temel ideallerinden biri de
herkes i¢in iyi tasarim saglamakti. Finlandiya toplumu
Modernizm igin verimli bir zemine sahipti.

ILMARI TAPIOVAARA, DOMUS CHAIR, 1951

TAPIO WIRKKALA KANTTARELLI VUODELTA, MANUFACTUREITTALA, 1948

Ozetle Finler; monolitik yapilar, tasarimin siyasallag-
muis statiisii ve Modernizm’in topluma sorunsuz adapte
edilmesiyle neredeyse 150 yildir tasarimla biiyiiyor ve ta-
sarimi kucakliyor.

Peki ya bugiiniin miizesi? Toplumu hizla degistire-
bilecek bir sey mi, bunu nasil tanimlarsiniz?

Helsinki Tasarim Miizesi artik 144 yasinda. Biz diin-
yanin en eski tasarim miizelerinden biriyiz. Kisaca soy-
lemek gerekirse, miizeler uzun zamandir benzer sekilde
calisiyorlar. Seffaflik, dijitallesme ve otoritelerin yikilmasi
donemiyle birlikte miizeler de doniisiim gegirmeye baslad..

Evet, bugiiniin ihtiyac¢larini yakalayabilmek adi-
na, kiiratorler fiziksel miize mekaninin siirekliligi-
ni ko-rumak i¢in bazi seyleri cezbetmeli. Bir tasarim
kiiratorii olarak, kiiratorliigiin gelecegini nasil gorii-
yorsunuz?

140 yilda kuratorliigiin ¢ok fazla degistigi asikar.
Onceleri kiiratdrliik, aragtirma yapmak ve sonuglarini kii-
gitk bir uzman grubu igin sergilemek demekti. Giiniimiizde
ise miizeler, binlerce ve yiiz binlerce insana hitap etmelidir.
Asil olan, aragtirmay1 ve sonuglari sergileme isini kitlelere
ilging gelecek sekilde nasil yapacaginizdir.

2012’de Helsinki Tasarim Baskenti programindan

sonra ne oldu?

Alvar Aalto modernizmi Finlandiya’yayla tanistirdik-
tan sonra, toplum modernizmin tiim ideallerini kabul etti.
Helsinki Diinya Tasarim Bagkenti programi ise heterojen
yaklagimlar sunarak Fin Tasarimindaki bu modernist dii-
siinceyi sarsti.

Hizmet veya stratejik tasarim gibi yeni tasarim disiplin-
leri, Diinya Tasarim Bagkenti y1li1 boyunca tasarim tartig-
malarinin merkezinde yer aliyordu ve ise yaradi. Bence Fin
Tasarimi, siki modern gériiglerden biraz daha siyrildi ve
tasarim artik giizel ve modern nesnelerle ilgili olmamaya
basladi. $imdi miizemizde iki hafta daha g6sterimde olan
Enter and Encounter adl1 biiyiik bir sergi var ve 2012’den
sonra Fin Tasariminda neler olup bittigini sergiliyor. Gida
ve oyun tasarimindan saglik uygulamalarina, yeni mal-
zeme arastirmalarindan kentsel girisimlere uzanan ¢ok
disiplinli bir boyut sunuyoruz.

Ayrica Helsinki Tasarim Miizesi'ndeki konumu-
nuzun, ¢agdas Fin tasarimini da ilgi odagina alma-
y1 gerektirdigini diisiiniiyor musunuz? Cagdas Fin
Tasariminda neler oluyor?

Helsinki Tasarim Miizesi 1850’lerden giiniimiize ka-
dar olan tarihi, modern ve ¢agdas tasarimi kapsiyor. Fin

DESIGN BY ALVAR AALTO, SAVOY VAASI VASE VUODELTA, 1936
FOTOGRAFLAR PHOTOS RAUNO TRASKELIN

“Tasarim artk giizel ve modern
nesnelerle ilgili olmamaya baglad1.”

tasarimi dijital ve soyut alanlarda gergekten ¢ok iyi bir
performans sergiliyor. Hellon gibi, sosyal konulara, baki-
ma ve refaha hitap eden bir¢ok bagsarili ‘hizmet tasarimr’
sirketi var. Su an Fin tasariminda dikkat ¢ekmeye deger
bir sey bu. Bence ‘sinirli sayida’ ve ‘egsiz eser’ alanlarini
gelistirmeye ¢alisabiliriz. Modernizmin “karanlik” bir
yonil de var. Agikgasi mesele, seri {iretimin ve tasarimin
herkes i¢in olmasidir. Edisyona dayali tasarim herkes i¢in
degildir ve seri iiretilmez. 1950’ler ve 1970’ler arasinda
cam ve seramikten iiretilen bir¢ok harika egsiz eserimiz
var, ancak su anda tiim diinyada revagta olan islevsel hey-
kel tiiriinden yoksunlar.

Evet, bugiin iletisimin bir iiriin oldugunu dahi s6y-
leyebiliriz. Benzer gsekilde, miizeler veya komiinitelerin
tasarim kritigi yapabilecek ortamlar yarattigini diisii-
niiyor musun? Elimizde kritik bir ortam var mi1?

Miizeler gibi kamu kurumlari elestirel bir yaklagim
takinmali. Miize kamusal kurum oldugundan beri, bir
halk figiiriiniin sorumlulugunu iistlenmeli. Ancak sani-
rim bir¢ok miize bundan kaginiyor. Miizelerin bir¢oguna
kitleleri hedeflemesi i¢in finansérler tarafindan bask: uy-
gulandiginda elestirel olmak daha da zorlasiyor. Asil soru
su: Elestirellik dl¢iilebilir mi?



Helsinki:

Growing with design

We had a conversation with Suvi Saloniemi,
curator of Helsinki Design Museum, on
museums and curators’ missions through

the concept of design cities
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Both Helsinki Design Week and Vitra Design
Museum’s conference called MUSCON was held last
month in Helsinki. What things these organisations
reflected to Helsinki?

The 11" edition of Helsinki Design Week was one of the
most international editions by far. Normally it may take ef-
fort for professionals to come to Helsinki because of the dis-
tance and costs. Helsinki Design Week has been competing
mainly with Stockholm Furniture Fair held in February and
being the most popular design fair in the Nordic countries.
On the other hand, Stockholm Design Week arranged si-
multaneously with the fair, could have stronger programme
in my opinion. Helsinki Design Week is fully content driven.
This year it was especially well organised with very interest-
ing content, one of the highlights being a new communal
event called World Design Weeks Summit.

Is this a new community?

Yes, the World Design Weeks community officially start-
ed in 2016. It is a network for design weeks and festivals
around the globe. The global community has been cooking
for many years. Helsinki Design Week took the responsi-
bility of organising the First World Design Weeks Summit
this year. The Summit is a two-day programmed get-together
for the design weeks, international design professionals and
the media.

On the contrary Vitra Design Museum’s MUSCON con-
ference is focusing on design museum curators and directors,
around 100 professionals, who are meeting to promote the
exchange travelling exhibitions.

The word “Helsinki” brings “design” to my mind.
What is there behind? Why Helsinki is being repre-
sented by the word “design”?

Finland is a design nation. A country which grew up with
design and with the help of design. As we know Finland has
5.5 million inhabitants and 1 million of them are in Helsinki
area so quite often the busiest design activities happen in the
capital region.

One reason why design is so powerful in this city is the
history. There has always been elemental structures that
support design, one being Aalto University of Arts, Design
and Architecture founded in 1871, at the time called Craft

School. I'would like to highlight that the education was open
for women from the very beginning.

The second foundation is Helsinki Design Museum
which was founded two years after Craft School, in 1873.
At the time one part of the studies was to observe existing
objects and techniques and learn from them. A couple of
years after Craft School was founded, a group of profession-
als was commissioned to purchase a collection of items for
study purposes. The 732 items, brought from Vienna World
Fair in 1873, became the study collection for the school.
One person was nominated to take care of the objects. That
moment remarks the birth of our museum.

Finland was part of Russia until 1917. The year 2017
stands for the 100 years of Finland’s independency. Gaining
independency means always a lot of political work. Very in-
teresting phase of the political work, resulting in the inde-
pendence, started in the late 1800s. Artists, architects and
designers were involved with politicians to convince the rest
of the world that Finland is an individual nation with its
own characteristics and culture. This was manifested in Paris
World Fair in 1900, where Finland got the first chance to
display its own national pavilion designed by the best tal-
ents such as Eliel Saarinen, the father of Eero Saarinen. The
example shows that in Finland design has been political and
structural for over 100 years.

The Modernism was brought to Finland in the end of
1920s by Alvar Aalto. The ideals of Modernism were quite
quickly adapted to Finnish culture. Like I mentioned,
Finnish society has been very egalitarian. One of the fun-
damental ideals of modernism was to provide good design
for everyone. The Finnish society was a fertile ground for
The Modernism.

To sum up, Finns have been growing with design and
embracing it for almost 150 years, thanks to the mono-
lithic structures, the politicized status of design and the
Modernism being adapted smoothly in the society.

What about today’s museum. Is it something
that can rapidly change the society, how would you
define it?

Helsinki Design Museum is now 144 years old. We are
one of the oldest design museums in the world. To put it

short, museums have been working in similar way for along
time. In the time of transparency, digitalisation, disruption
of authorities, museums have started to transform too.

Yes, if you can catch up with today’s needs, muse-
ums and curators need to attract things to sustain
physical space. How do you see the future situation
of curating as a design curator?

It is clear that in 140 years curating has changed a lot.
Previously it was about doing research and displaying
results in the form of an exhibition for a small group of
specialists. Today museums need to be for thousands and
hundreds of thousands of people. The question is, how can
you do research and display the results so that it’s interesting
for the masses.

What happened after Helsinki Design Capital in
20122

After Alvar Aalto introduced the modernism in Finland,
the nation acknowledged its ideals. The World Design
Capital year in Helsinki shook quite well the modernis-
tic thinking in Finnish Design by offering heterogeneous
design approaches.

“Design is not about beautiful
modernistic objects anymore.”

DESIGN MUSEUM, COLLECTION EXHIBITION, UTOPIA NOW

“After Alvar Aalto introduced the modernism in
Finland, the nation acknowledged its ideals. The

World Design Capital year in Helsinki shook quite

well the modernistic thinking in Finnish Design by

offering heterogencous approaches.”

The newer design disciplines, such as service or
strategic design were heavily in the centre of design
discussions during the WDC year. And it worked.
I think Finnish Design liberated a little bit more
from the strict Modernistic views — suddenly de-
sign was not about beautiful Modernistic objects
anymore. What we display at our museum now for
another two weeks is a big exhibition called Enter
and Encounter and it actually researches what hap-
pened in the Finnish Design after 2012. We are
showing a huge dimension of different disciplines
from food and game design to healthcare applica-
tions, new material research, and urban interven-
tions and so on.

Do you also see your position in Design
Museum Helsinki that you have a mission
also to spotlight contemporary Finnish
Design? What is happening in the contem-
porary Finnish Design?

Design Museum Helsinki covers Historical,
Modern and Contemporary design, from 1850s
until the present. Finnish Design is doing really
well in digital and intangible fields. There are a lot
of successful service design companies, like Hellon,
addressing social issues, care, well being. I think
this is something really worth paying attention to
in Finnish Design at the moment. I think we can
also try to nurture the field of limited edition and
unique works. The modernism has its “noir” side.
Frankly put, it is about mass-production and design

for all. Edition based design is not for all and it’s
not mass-produced. We have a lot of great unique
works in glass and ceramics from the 1950s-1970s,
but are lacking the functional sculpture kind of
direction which is globally trending at the moment.

Yes, today we can even say that communi-
cation is a product. Correspondingly, do you
think that the museums or communities can
create environments for making critics about
design? Do we have any critical environment?

Public institutions such as museums should take
critical approach. Since and when museum is a pub-
lic institution, it should take the responsibility of a
public figure. However, I think many museums shy
away this. I also think when many of the museums
are pressured by the financiers to start targeting
the masses, it gets more difficult to be critical. The
question is, can you scale criticality?
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Cape Town

unlimited 2s

Neden Cape Town?

Cape Town’un 2014 yi1linda Diinya Tasarim Bagkenti se¢ilmesi ile tasarimin
toplumun gelisiminde 6nemli bir rol oynamasi tizerine odaklanildi. Bu amag
ile, yasam kalitesinin yiikseltilmesi i¢in belediyeler de bu projeye dahil oldu.
Diinya Tasarim Bagkenti konsepti Cape Town’da sosyal ve ¢evre odakl
gelistirme projeleri, kiiltiir inovasyonlari i¢in kurulan inisiyatiflerin sehrin
her tarafina yayilmasi, tasarim farkindalig: yaratilma gibi birgok projeyle
paralel siireglerde ilerledi. Projenin asil amaci, Cape Town’u siirdiiriilebi-
lir, verimli bir sehir haline getirip, tarihi, sosyal ve ekonomik farkliliklar:
yakinlagtirmay:r amaglamigtir. Bu noktada Cape Town’u diger adaylardan
ayrigtiran nokta, tasarimin sehrin gelisimi ve yeniden kesfi i¢in bir katali-
z0r goérevi gérmiis olmasidur.

Tema
Tasarim1 yasa, hayat1 doniigtiir

Biitce
60 milyon Euro (2014’te kullanilan)

Fonlama
Kitlesel fonlama: €1.2 million

Uluslararasi etkinlikler

Tasarim Galasi

Tasarim Galasi, diinya ¢apinda gerceklesen Guild Fuarrnda gergeklesti ve
ICSID1n diizenledigi Diinya Tasarim Etkisi 2013-2014 6diil torenine ev
sahipligi yapti.

Uluslararas: Tasarim Evi Sergisi

Gelismekte Olan Sebirler sergisi Bavarya, Paris, Dublin, Taipei, Accra,
Qingdao, Seul ve Gwangju gibi sehirlerin, tasarim ile olan iligkisinin nasil
vatandaglar tizerinde pozitif etkileri oldugunu hikayeler, filmler, konus-
malar ve sergilerle anlatti. Ayrica sergi, farkl: iilkelerin hem hem kamusal
hem de 6zel i birliklerini ve yeniliklerini ele alarak sehir planlama ve ye-
nileme, evler i¢in siirdiiriilebilir ¢6ziimler, tarim, enerji ve iklim degisikligi
konulari ele alindu.

Tasarim Haftasi Forumu

Eylil 2013’te Diinya Tasarim Bagkenti Cape Town, Londra’ya giderek
Tasarim Haftas1 Forumunu gergeklestirdi. Londra, Paris, San Francisco,
Avusturya, Belgrad, Beyrut, Tayvan ve Irlanda’dan temsilcileri bir araya
getirdi.

Meclis Seremonisi
Cape Town Tasarim Bagkenti programi sona erdiginde, bir sonraki tasa-
rim bagkenti olan Taipei adina bir seremoni gerceklestirildi.

Yerel etkinlikler

Yeni Yil Etkinligi

Cape Town 2014’1 Yeni Tasarim Yili partisiyle kutladi ve sehir resmi ola-
rak Diinya Tasarim Bagkenti tinvanini ald1. Yaklagik 100.000 kisi Grande
Parade’de toplandi, Belediye Binasrnin dig cephesine ii¢ boyutlu harita yan-
sit1ldi ve 151k sovlar1 diizenlendi.

Tasarim Politikalari1 Konferansi

Bir Plan Yap baglikli Tasarim Politikalar1 Konferans: ilk defa Giiney
Afrika’da belediyeleri, muhtarliklar: ve merkezi hitkiimeti tasarim ile kamu
sektoriinii birlestirmek iizere bir araya getirdi. 30’dan fazla bélgesel ve ulusal
politika ve tasarim uzmani, tasarimcilari, reticileri, endiistricileri, aka-
demisyeni ve sivil halki bir araya getirerek bir tasarim politikasina sahip
olmanin 6neminin altini ¢izdi.

Sehri Sariya Boyama
Sar1 rengi Cape Town Diinya Tasarim Bagkenti’nin rengi se¢ildi. Bunun
tizerine sehrin bir¢ok yeri sar1 renge boyanda.

Etkiler

3637 makale yayinlandi, 2,4 milyar izleyici, 460 proje
36 atdlye, 116 konsept tasarim, 2501 siirece dahil olan kisi

Cape Town Tasarim Bagkenti programiyla birlikte 2014’ten itibaren tasari-
min demokratiklesmesi, ilgili kisiler ile uygulayicilarin bir araya getirilmesi
ve yeni aglar olugturulmasi icin uygun alanlarin saglanmasi 6nem kazanda.
Bu durum, hem yerel halkin tasarim farkindalig1 kazanmasini hem de si-
radan vatandaslarin katilimci rol iistlenebilmesini sagladi.

Tasarim bagkenti projesi ile egitim ve yeteneklerin gelistirilmesi i¢in
atdlye ve egitim programlar: kuruldu ve bu durum tasarimin gehre olan
katkisinin siirekli hale gelmesini sagladu.

CAPE TOWN, FOTOGRAF PHOTO ANGIOLO MANETTI

Intemational events

Design Gala
The Design Gala took place at the International Guild Fair, and hosted the
World Design Impact Prize 2013-2014 organized by ICSID.

International Design House Exhibition

The Transforming Cities exhibition conveyed the positive effects of design on the
citizens of cities like Bavaria, Paris, Taipei, Accra, Qingdao, Seoul, and Gwangju
through stories, films, talks, and exhibitions. The exhibition also treated subjects
like urban planning and regeneration, sustainable solutions for homes, agricul-
ture, energy and climate change by making both public and private collaborations
and novelties in different countries.

Design Week Forum

In September 2013, World Design Capital Cape Town moved to London and
executed the Design Week Forum in London and brought together represen-
tatives from London, Paris, San Francisco, Austria, Belgrade, Beirut, Taiwan,
and Ireland.

Convocation Ceremony
A ceremony for Taipei took place once the Cape Town Design Capital program
came to an end.

Why Cape Town?

When Cape Town was nominated World Design Capital in 2014, the focus was
back on the significance of design for the progress of society. With this aim in
mind, municipalities were involved in the project to increase quality of life. The
World Design Capital concept evolved in parallel procedures such as projects
for social and environmental progress, the propagation of initiatives around
the city that are founded for the innovation in culture, and projects that aim
to create awareness for design. The actual aim of the project was to make Cape
Town a sustainable and efficient city, and to bring closer historical, social and
economic dissimilarities. At this stage, the point that differentiated Cape Town
from other candidates was that design acted as a catalyst for the progress and
the rediscovery of the city.

Theme
Live Design. Transform Life.

Budget
€60 million (amount spent in 2014)

Funding
Crowdfunding investment: €1.2 million

Local events

New Year’s Event

Cape Town welcomed 2014 with a New Design Year party, and the city was
officially entitled as World Design Capital. About 100,000 people gathered in
Grande Parade while a 3D map was projected on the Municipality Building’s
fagade and light shows took place.

Painting the City in Yellow
Yellow was selected as Cape Town World Design Capital’s color; therefore nu-
merous spots in the city were painted in yellow.

Design Policy Conference

For the first time, the Design Policy Conference entitled Make a Plan brought
together municipalities, local authorities and the central government to unite
design and the public sector. By bringing over 30 regional, and national policy
and design specialists, designers, producers, industrialists, academics, and the
public together, it underlined the importance of adopting a design policy.

Impacts

3637 articles published, 2.4 billion viewers, 460 projects

36 co-creation workshops, 116 concept design, 2501 individuals involved

With the Cape Town Design Capital program, the democratization of design,
the pairing up of individuals and applicants, and the creation of new networks
gained importance. This led local public to gain awareness of design, and the
ordinary citizen to take on a participatory role.

With the design capital project, workshops and training programs were de-
veloped, which led design to have a continuous contribution to the city.



Mucizeler duslerken

Hasan Cenk Dereli

Tasarim kenti olmanin kurumlar tarafindan belirlenen

kriterlerden ote, o kentteki yaratici ekonomilerin

varligiyla da siirdiiriilebilir olabilecegi fikri tizerinden

ilgili etkinlikleri inceledik

unlimited 30

“...bir sabah bunaltic1 diiglerden uyandiginda, kendini
yataginda dev bir bécege donilismiis olarak buldu...”

FRANZ KAFKA

Kentlerin bugiinii ve gelecegi iizerine konugsurken, slo-
ganlarla siislenen stratejilerle doniigiimler yaratilabile-
cekmis gibi davraniyoruz. Franz Kafka’nin satirlarinda
sabah bir kabusa uyanan Gregor Samsa gibi bir kentin
birdenbire tasarim bagkentine déniigmeyecegi ortada.
Bir tasarim kentine déniismek belki pek de keyifli bir
deneyim olmayabilir. Her seye ragmen bir déniigiim he-
defleniyorsa, bunu ¢ok kisa siirede yapmaya ¢aligmanin
en az Gregor Samsa’nin ¢ektigi kadar aci verici olacagi-
n1 tahmin etmek de zor degil. Yalniz kamusal, 6zel ve
ticiincii sektorlerin mucizeler pesinde kogmaya hevesli
oldugu da acik.

Hal béyle iken tasarim baslig1 altinda yaratici endiist-
riler odakli kalkinmay1 hedefleyen bir kent neler yap-
mali? UNESCO Yaratici Kentler Ag1 Tasarim Kentleri
bu konuda bize ip uglar: sagliyor. 2004 yilinda kuru-
lan UNESCO Yaratic1 Kentler Ag1; zanaat ve folklorik
sanat, tasarim, film, gastronomi, edebiyat, miizik ve
medya sanatlar1 kentleri bagliklarina sahip. Cok ¢esitli
bolgeler, gelir diizeyi, imkan ve niifusa sahip olan kent-
leri yaratici endiistriler iizerine beraber ¢aligmalarii¢in
bir araya getiren bir inisiyatif. Agin gérevi, yaraticilig1
stirdiiriilebilir kalkinmada stratejik bir faktér olarak
tanimlayan kentlerdeki 6zel, kamusal, profesyonel orga-
nizasyonlar, cemiyetler, sivil toplum 6rgiitleri ve kiiltiir
kurumlari arasinda diinyanin tiim bélgelerinde ulusla-
rarasi diizeyde ig birligi saglamak. Kentler bu ag icin se-
¢ilmis yerel yonetimlerin en iist kademesi, yani belediye
baskanlar1 diizeyinde temsil ediliyor.! Tasarim kenti s1-
fatini almak i¢in bagvuran bir kentte UNESCO Yaratici
Kentler Ag1 genel bagvuru kriterlerinin yaninda, mevcut
tasarim endiistrisi, tasarim ve yapili ¢evre tarafindan
desteklenen kiiltiirel ¢cevre, tasarim okullar1 ve tasarim
arastirma merkezlerinin varlig, yerel ya da ulusal sevi-
yede diizenli olarak faaliyet gosteren tasarimci/yaratici
iglerle ugrasan gruplarin varhigi, tasarimla ilgili fuar,
etkinlik ve sergilerin varlig, yerel tasarimcilar ve kent
plancilarinin yerel 6zellikler ve dogal/kentsel cevreden
faydalanma firsatlari, ‘tasarim’ tarafindan yénlendiri-
len yaratici ekonomilerin varligi gibi unsurlar dikkate
alinryor. Bu kriterler, adayliga basvuracak kentler i¢in
adeta bir kontrol listesi sagliyor. Berlin, Buenos Aires,
Montreal, Kobe, Shenzen, Nagoya, Saint-Etienne, Seul,
Sangay, Graz, Pekin, Bilbao, Curitiba, Dundee, Helsin-
ki, Torino, Bandung, Budapeste, Detroit, Kaunas, Pueb-
la, Singapore kentleri bu sifat1 almig olan kentler olarak
karsimiza cikiyor.?

Bir listede toplanmig bu kentlerin sayisal veriler 151-
ginda goriinen ortakliklari var mi diye insan sormadan
edemiyor. Birlesmis Milletler’in tanimladig: cinsiyet
arasi esitlik endeksi, gebe 6liim orani, ergenlik ¢aginda
dogurma orani, cinsiyetlerin parlamentoda sahip oldu-
gu koltuk sayisi, 25 yas ve daha yaslh niifusun ilkokul
seviyesinden daha fazla egitimli olma yiizdesi, on bes
yas ve listiiniin ig gliciine katilim oranini degerlendirme

kriterleri olarak alan Insani Gelismislik Endeksi (Hu-
man Development Index)’ne gore; ¢ok yiiksek, yiitksek
ve orta yiiksek insani gelismislik seviyelerindeki iilke-
lere mensup kentler tasarim kentleri aginda beraber yer
aliyor.?

OECD iilkelerini barinma, gelir, is, egitim, ¢evre, sivil
katilim, saglik, hayat tatmini, giivenlik, caligma-hayat
dengesi gibi kriterlere gore siralayan Daha Iyi Yagam
Endeksi (Better Life Index)’ne gore, tasarim kentlerinin
bulundugu iilkeler belirli bir kiimelenme olusturmuyor.
Tasarim kentleri arasinda siralamanin her basamagin-
dan iilkeler bir arada yer aliyor.*

125 kentin degerlendirildigi, Atkearney Global Cities
Index, 2008-2016 yillar1 arasinda kentlerin ticari aktivi-
te, insan kaynagi, bilgi degis tokusu, kiiltiirel deneyim,
politikaya katilim gibi basliklar1, Atkearney Global Ci-
ties Outlook ise refah seviyesi, ekonomi, inovasyon ve
yonetisim bagliklarini bir 6l¢me araci olarak kullaniyor.
Cities Index 2016’ya gore Budapeste tasarim kenti ol-
dugu 2015 yi1lindaki konumuna gére geriliyor. Tasarim
kentiilan edildikleri tarihler dikkate alindiginda, kent-
lerden yalnizca Singapur siralamadaki yerini korumus,
Budapeste digindaki kentler de daha tist siralara yiiksel-
mis gériiniiyor. Tasarim kenti bagligi kapsaminda, refah
seviyesi, ekonomi, inovasyon ve yénetisim bagliklarini
kullanan Global Cities Outlook verileri ise daha ilging.
Bu verilere gore, degerlendirmeye girmis tasarim kentle-
rinden Montreal bir 6nceki y1la gore siralamadaki yerini
korurken, Berlin, Nagoya, Seul ve Singapur geriliyor,
Buenos Aires, Montreal, Pekin, $angay ve Budapeste
ise daha iist siralara ¢ikiyor.

Yasam kalitesi ya da ekonomiye dair veriler tasarim
kenti/baskenti olmak i¢in ayirt edici degilmis gibi go-
riiniiyor. Tasarim kenti olduktan sonra refah seviyesi,
ekonomi, inovasyon ve yénetisim bagliklari1 kapsaminda
durumlari iyilesen ve kdtiilesen kentler ortada. Tasarim
bagkenti olmayi1 hedefleyen kentler bu tabloya bakip her-
hangi bir kentin bu sifat1 alabilecegini diisiinerek acele
etmis olurlar. Zira Unesco yaratici kentler ag1 tasarim
kenti sifatini almis kentlerin tek ortak 6zelligi, mucize
eseri birden bire tasarim bagkentine déniisebilecegini
umut eden kentler i¢in iglerin pek de kolay olmayacagini
gosteriyor. Bu da bagvuranlarin tasarim kiiltiiriine dair
koklesmis kurumlara, insiyatiflere ve etkinliklere sahip
olmalar1. Bunlar: tek tek siralamak uzun siirecegi i¢in
bazi 6rnekler vermekle yetinip, meraklilari aragtirmaya
heveslendireyim.

Kobe, Japonya’nin ikinci en bityitkk moda etkinligine
ev sahipligi yapiyor. Kobe Design Festa, kentliler ile ta-
sarim kavrami arasinda iligkilerin sikilagtirilmasi icin
bir platform olarak caligiyor.

Berlin, giinliik olarak yaklasik 1500 kiiltiirel etkin-
ligin gergeklestigi Designmai, Update, Berlin Fotograf
Festivali, Walk Of Fashion, Mode gibi prestijli tasarim
etkinliklerine sahip. Typo Berlin, AGI Congress, Ber-

lin Interior Motive Design Conference, Design Report,
BDG Germany gibi tasarim odakli konferans ve toplanti
serilerinin merkezi.

Montreal, 1991 yilindan beri Kuzey Amerikanin
kentleri arasinda yerel yonetim hiyerarsisi icinde Tasa-
rim Delegesi pozisyonuna sahip tek kent. Tasarimin her
alanindan, yasam kalitesini arttiracak her tiirlii kazani-
mi saglayabilmek i¢in Design de Ville adindaki belediye
stratejik planina sahip. 1995 yilindan beri kent ekonomi
yonetiminin tasarim drinlerinin kalitesini arttirmak
i¢in 6zel sektor ile beraber gelistirdigi stratejiler bir li-
sans sistemine doniistiirillmis.

Nagoya, tasarimi kentsel kalkinmanin merkezine en
erken yerlestiren kentlerden birisi. 1989 yilinda, kurulu-
sunun yiiziincii yilinda Tasarim Kenti Deklarasyonu’nu
yayinlamis ve Uluslararasi Tasarim Merkezini agmus.
O tarihten beri tasarim i¢in bir merkez konumundaki
kent, kentsel gelisimini siirdiiriilebilir tasarim odakli
stratejiler ile devam ettiriyor.

Saint Etienne, tasarim egitimi ve tasarim bienalinin
basarilarinin verdigi cesaret ile kurulan Cite du Design’a
ev sahipligi yapiyor.

Litvanya’nin ikinci bityiik kenti Kaunas, mimarlik ve
tasarim alanindaki az sayidaki ancak nitelikli kurumu
ile 6ne ¢ikiyor. Mimarlik ve Kentlesme Arastirma Mer-
kezi kentin mimari bellegini kayit altina alirken mima-
ri tasarim aragtirma ortami yaratryor. Ayrica mimari
rotalar gibi projeler gelistirerek, mimarlik ile kentlileri
bulusturuyor.

Goériinen o ki tasarim kiiltiiriine dair kéklesmis ku-
rum, insiyatif ve etkinliklerin yaratilmasindan sonra
tasarim kenti/bagkenti sifatini almak bir zorunluluk
degil tercih haline geliyor. Bunu bagarmak i¢in kentte
yaraticilik ve tasarim kiiltiiriinii yerlestirmek i¢in inang,
organizasyon, koordinasyon ve etkilesim bagliklar1 kap-
saminda karsilagilan olumsuzluklari azaltmak 6nemli
bir adim. Siire¢ i¢inde gériiniir iiriinler yaratan kritik
adimlar1 tanimlanmig uzun soluklu bir strateji gelistir-
mek ise bir zorunluluk.

Dr. Hasan Cenk Derelinin “Unesco Yaratici Kentler Ag1,
Tasarim Kenti Kriterleri Baglaminda Izmir'in Degerlendirilmesi”

baslikli doktora tezinden derlenmistir.

1. UNESCO. (2015). Creative Cities Network Applicant’s Handbook.
Retrieved 21.05.2016 from www.unesco.org

2. www.designcities.net

3. Birlesmis Milletler (2015). Human Development Report 2015 -
“Sustaining Human Progress: Reducing Vulnerabilities and Building
Resilience””. HDRO (Human Development Report Office) United
Nations Development Programme. Retrieved from http://hdr.undp.org/

en/content/human-development-index-hdi

4. www.oecdbetterlifeindex.org

5. www.atkearney.com/research-studies/global-cities-index/2016
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REJANE DAL BELLO, MONOTYPE

Speaking about the present and future of cities, we act as if
we can create major transformations with strategies that are
adorned with slogans. It is obvious that a city will not trans-
form into a design capital unlike Gregor Samsa who awoke to
anightmare one morningin Franz Kafka’s lines. Transforming
into a design capital may not be a cheerful experience after all.
Despite everything, if transformation is targeted, it is not so
hard to guess that trying to achieve this in a short period of
time will be as painful as the suffering of Gregor Samsa. Yet,
it is also obvious that public, private and tertiary sectors are
keen on chasing miracles.

Nevertheless, what should a city, targeting progress in cre-
ative industries under the title of design, try to do? UNESCO
Creative Cities Network gives us hints in this subject matter.
Founded in 2004, the UNESCO Creative Cities Network
covers 7 creative fields: Crafts & Folk Art, Design, Film,
Gastronomy, Literature, Music and Media Ares. It is an ini-
tiative that brings together cities with various regions, income
levels, opportunities and population to work on creative in-
dustries. The mission of the network is to provide cooperation
for private, public, professional organizations, communities,
NGOs, and culture institutions in cities defining creativity as
astrategic factor in sustainable development, in all parts of the
world on an international scale. The cities are represented at
the highest level of the local management -major level- selected
for the network.! Applicants who would like to obtain the de-
sign capital title are required to fulfill the UNESCO Creative
Cities Network general application criteria, along with others
such as the existing design industry, the culture environment
supported by design and the built environment, the presence
of design schools, and design research centers, the presence of
designer/creative groups that are regularly active on a local or
national level, the presence of design fairs, events, and exhibi-
tions, the opportunities for local designers and urban planners
to take advantage of local features and natural/urban environ-
ment, and the presence of creative economies led by ‘design’.
These criteria make up a control list for cities that would like
to apply for membership. We observe Berlin, Buenos Aires,
Montreal, Kobe, Shenzhen, Nagoya, Saint-Ftienne, Seoul,
Shanghai, Graz, Peking, Bilbao, Curitiba, Dundee, Helsinki,
Torino, Bandung, Budapest, Detroit, Kaunas, Puebla, and
Singapore as cities that were entitled as design capitals.

One cannot help but ask if these cities gathered in a list have
any common features supported by numeric data. According
to the Human Development Index, which takes gender equali-
ty index, maternal mortality ratio, adolescent birth rate, wom-
en’s and men’s shares of seats in parliament, percentage of the
population 25 years and older to have further education than
primary school, ratio of participation to work force of the pop-
ulation 15 years and older defined by the UN, as evaluation
criteria; cities in very high, high and medium human devel-
opment level countries are on the design capitals network.?

According to the Better-Life Index, which ranks OECD
countries according to criteria like housing, income, jobs, com-
munity, education, environment, civic engagement, health, life

Dreaming of miracles

Hasan Cenk Dereli

Beyond fulfilling institutional criteria, a “design city” can

also sustain with the presence of creative economies.

We analyzed the subject on the basis of related events

satisfaction, safety and work-life balance; the countries with
design capitals do not form any clusters. Countries from every
step of the ranking among the design capitals come together
in the list.*

The Atkearney Global Cities Index evaluates 125 cities
on business activity, human capital, information exchange,
cultural experience, and political engagement; while the
Atkearney Global Cities Outlook uses personal well-being,
economics, innovation, and governance as evaluation criteria.
According to Cities Index 2016, Budapest moves back on the
list compared to the year 2015 when it was a design capital.
When lookingat the years they were entitled as design capitals,
only Singapore keeps its position on the list, while all cities
except Budapest have moved up on the list. The Global Cities
Outlook data is much more interesting. According to this;
one of the design capitals, Montreal has kept its position on
the rank compared to a previous year, Berlin, Nagoya, Seoul,
and Singapore move down on the list, while Buenos Aires,
Montreal, Peking, Shangai, and Budapest move up.’

It seems like data on the quality of life or the economy are
not distinguishing in becoming a design city/capital. The cit-
ies that move up and down the list with respect to well-being,
economy, innovation, and governance once they become de-
sign capitals are out there. Cities that target being design capi-
tals would have jumped too fast to the conclusion by thinking
that any city can get this title looking at this table. Because the
only common feature of UNESCO creative Cities Network
Design Cities prove those who dream of miracles in becom-
ing design capitals overnight that it will not be so easy: the
presence of established institutions, initiatives, and events. It
would take a long list to state all of these one by one, so I will
confine myself to provide a couple examples, and invite those
curious to do the further research on their own.

Kobe is home to Japan’s second biggest fashion event. Kobe
Design Festa works as a platform that tightens the relation-
ships between for the citizens and the concept of design.

Berlin hosts prestigious design events such as Designmai,
Update, Berlin Fotograf Festivali, Walk Of Fashion, and
Mode where over 1500 cultural events take place daily. It is
the center to design oriented conference and meeting series
such as Typo Berlin, AGI Congress, Berlin Interior Motive
Design Conference, Design Report, BDG Germany.

Montreal is the only city among the Northern American
cities since 1991 to possess the position of Design Delegate in
the local government. It also owns a municipal strategic plan
called Design de Ville, in order to provide all achievements
in every field of design that improve the quality of life. The
strategies that were developed in cooperation with the pri-
vate sector and the urban economic management in order to
improve the quality of design products has transformed into
a license system.

Nagoya is one of the first cities to install design at the center
urban development. It published the Declaration of Design
City in 1989, its centenary, and opened the International
Design Center. The city that acts like a design center since

“As he awoke one morning from uneasy dreams he found
himself transformed in his bed into a gigantic insect.”

FRANZ KAFKA

that date continues its urban development with sustainable
design-focused strategies.

Saint Etienne is home to Cite du Design established with
the courage of the success of the training in design and the
design biennale.

The second biggest city in Lithuania, Kaunas, stands out
with the few yet qualified institutions in the fields of archi-
tecture and design. While the Architecture and Urbanization
Research Center keeps a record of the architectural heritage of
the city, it also creates an environment for architecture design
research. It also brings together architecture and the citizens
by developing projects like architectural routes.

It is apparent that upon the creation of established institu-
tions, initiatives and events with regards to design, obtaining
the design city/capital title becomes an option not a necessity.
In order to achieve this and embed creativity and the design
culture in the city, diminishing the problems encountered in
the subjects of faith, organization, coordination and inter-
action is an important step to take. Developing a long-term
strategy with defined critical steps that creates visible outcome
is a must.

Compiled from Dr. Hasan Cenk Dereli’s doctoral thesis entitled
“Evaluation of Izmir in the context of UNESCO Creative Cities Network,

Design City Criteria”

1. UNESCO. (2015). Creative Cities Network Applicant’s Handbook.
Retrieved 21.05.2016 from www.unesco.org

2. www.designcities.net

3. Birlesmis Milletler (2015). Human Development Report 2015 -
“Sustaining Human Progress: Reducing Vulnerabilities and Building
Resilience””. HDRO (Human Development Report Office)

United Nations Development Programme.

Retrieved from hdr.undp.org/en/content/human-development-index-hdi
4. www.oecdbetterlifeindex.org

S.www.atkearney.com/research-studies/global-cities-index/2016



Taipei

Neden Taipei?

Taipeinin 2016 yilinda Diinya Tasarim Bagkenti se¢ilmesindeki en biiyiik etken
ulasim sisteminin son 50 y1l igerisinde gecirdigi degisim ve sehrin kiiltiirel altyapisi
oldu. Taipei’nin bu proje dahilindeki stratejisi, sehrin vatandagin isteklerine gore
nasil adapte olabileceginin gdsterilmesi tizerineydi.

Taipei, limitli kaynaklari olmasina ragmen kolektif akli ve inovasyonu kullanarak
sehirlerini yaganabilir ve mutlu bir sehir olmak tizerine kurgulad..

Tema

Adapte Olabilen Kent - Hareket Halinde Tasarim

Theme

Adaptive City - Design in Motion
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Uluslararasi etkinlikler

Meclis Seremonisi

Cape Town Diinya Tasarim Bagkenti programi sona er-
diginde, 6nceki yillarin tasarim bagkentlerinin bagkan-
lar1 bir araya geldigi bir seremoni diizenlendi.

Tasarim Galasi

Yerel ve uluslararasi tasarim komiiniteleri, tasarim odak-
l1 inovasyonlarin hayati kolaylagtirmasi adina Tasarim
Galasr'nda bir araya geldi. Bu galada geng yetenekler ve
inovasyonlar 6ne ¢ikarildi.

Uluslararasi Tasarim Evi Sergisi

Songshan Cultural and Creative Park’ta diizenlenen
Uluslararas: Tasarim Evi Sergisinde tasarimin kamu-
sal hayata olan katkilarini gésteren illiistrasyonlar ve
case studyler yapildi. Sergi, Taipeinin geligme siirecinin
anlatildig1 konugmalara da ev sahipligi yapti.

Uluslararasi $ehirler Ag1 Toplantisi

Belediye bagkanlar1 ve temsilcilerinin bulundugu ulusla-
rarasi toplantida, kentsel gelisim ve tasarim odakli me-
todlar ile sorunlara ¢6ziim iiretme, gelecek vizyonlari
ile sehirlerin gelisimi iizerine konusuldu.

Tasarim Politikalar: Konferansi

Tasarim ile gelismis sehirlerden temsilcilerin katildig:
bu konferansta, politikacilar, endiistriciler ve akademis-
yenler, tasarim politikalarinin sehirlerine kattiklar: po-
zitif noktalar: tartigt1.

Tasarim Haftas1 Forumu

Taipei, diinyanin her yerinden Tasarim Haftalarinin
temsilcilerini ¢agirdi ve onlarin deneyimleri ve goriis-
lerini alarak tasarimdaki son trendleri, sehirlerin kre-
atif igleri sonucu ekonomi durumlarini ve markalagsma
kultiiris konusuldu.

Yerel etkinlikler

Yeni Y1l Etkinligi

Taipei yeni yil1 resmi olarak Diinya Tasarim Bagkenti
tinvanini alarak Yeni Tasarim Yili partisi ile kutladi.
Yaklagik 650,000 kisinin Taipei 101 isimli ikonik gék-
delende toplanildi. Gosterisli bir havai figsek gosterisiile
yil boyunca gergeklestirilecek etkinlikler baglamis oldu.

Etkiler

645 ¢ok disiplinli tasarim atélyesi
800 profesyonel katilmci, 71 proje

Taipei Tasarim Bagkenti programu ile birlikte tasarim,
ilkenin sosyal anlamdaki problemlerini iyilestirecek
bir madde olarak ele alinmaya baglandi. Bu problemler
niifus, kamusal giivenlik, fakirlik ve insanlarin hayat
kalitelerini yiikseltmek olarak acgikland: ve tasarimin
iilkenin giicii olarak goriilecegi vurgulandi.

Why Taipei?

The greatest factor for the selection of Taipei as the World
Design Capital in 2016 was the transformation of the trans-
portation system in the last 50 years, and the cultural in-
frastructure of the city. Taipei’s strategy in this project was
based on proving how a city can be transformed according
to its citizen’s requests. Despite limited resources, Taipei
set up its cities to become livable and happy cities by using
collective mind and innovation.

Intemational events

Convocation Ceremony

A ceremony where the presidents of previous years” design
capitals gathered up took place once the Taipei Design
Capital program came to an end.

Design Gala

Local and international design communities gathered up at
the Design Gala for design-oriented innovations to make
life easier. Young talents and innovations were highlighted
at this gala.

International Design House Exhibition
Case studies and illustrations demonstrating the contribu-
tions of design on public life were shown at The International
Design House Exhibition organized in Songshan Cultural
and Creative Park. The exhibition was also home to talks
about the transformation processes of Taipei.

International Network of Cities Meeting

At the international meeting where mayors and representa-
tives were present, the topic of discussion was the generation
of solutions with urban regeneration and design oriented
methods, and progress of cities with visions of the future.

Design Policy Conference

At this conference where representatives from cities that
were transformed with design were present, politicians, in-
dustrialists, and academics had a discussion on the contri-
bution of design policies on the cities.

Design Week Forum

Taipei called for the representatives of Design Weeks from
all over the world, and asked for their experiences and opin-
ions on the latest trends, the economic situation of cities
as a result of creative works, and the culture of branding,

Local events

New Year’s Events

Taipei welcomed the New Year with a New Design Year
party, and the city was officially entitled as World Design
Capital. About 650,000 people gathered in the city’s iconic
Taipei 101 skyscraper. The year-round events were kicked

off with a glamorous fireworks show.

Impacts

645 multi-disciplinary design workshops
800 professional participants, 71 projects

With Taipei Design Capital program, design was undertak-
en as an element that could provide solutions to the coun-
try’s other social problems. These problems were announced
as population, public security, poverty, and the quality of
life while design was underlined as an important tool for
the country’s power.

Kentsel yaraticilik

Edwin Heathcote

Schirler gelisim ve yenilik alanlarinda yaptiklar: calismalarla 6n plana cikiyorlar.

Kentsel inovasyonu ve siirdiiriilebilirligini olusturan temel etkenleri aragtirdik

Sehir, farkli yerlerden ve sosyal siniflardan insanlarin, fikir
ve buluglarin toplandigi statik bir elektrik alani yaratarak
birbirleriyle temasta bulundukea ihtiya¢lardan dogan fi-
kirlerin gelisme merkezi, bir yenilik makinesidir. 1. yiizyil-
daki Roma’ya, binlerce yil sonraki Bagdat’a, 18. yiizyilda-
ki Birmingham’a, 19. yiizyildaki Londra’ya veya yirminci
yiizyildaki New York’a bakarsak, sehir olgusu, bir gelisim
ve yenilik makinesi olarak 6n plana ¢ikiyor. Ancak bu her
zaman béyle siirmiiyor. Yalnizca birkag yi1l 6nce endiistri-
yel yeniligin ve tiretimin bagini ¢eken sehir Detroit, tiim
bunlarin ne kadar hizli ¢ékebileceginin en iinlii ve biiyiik
6rnegi olmusken, kimse modern Venedik’i yeniligin merke-
zi olarak adlandirmazdi. Oyleyse bir sehir yenilik yapmay1
nasil siirdiirebilir? Bir sehir, girisimcilere ve fikirlere acik
bir ev olmaya nasil devam edebilir?

“Yaratici Sinifin Yiikselisinin yazar: ve sehir planlama
gurusu Richard Florida, hitkiimetlerin yapmalar1 gereken
ilk seyin “kenara ¢ekilip, girisimci kiiltlirii ‘susturmayr’
birakmak” olduguna inaniyor. Ne kadar iyi niyetli olur-
larsa olsunlar, hitkiimetlerin ve belediyelerin miidahalesi
genellikle isleri baglatan ilk kivilcim degildir. Oyleyse nigin
Kaliforniya’daki Silikon Vadisi ve Ingiltere’nin bataklik
arazilerindeki Cambridge yenilik merkezleri olarak gelisme
gosterirken, diger bolgeler canliligini yitirdi? Sebebi egitim
ve teknoloji endiistrilerinin buralarda yogunlagsmasi mi?
Yoksa tamamen sans mi1?

Stanford veya Cambridge Universitesi ne kadar iyi olursa
olsun, Profesor Florida da, tiniversitelerin etkisinden siiphe
ediyor. Egitim kurumlarinin roliiniin abartilabilecegine
inaniyor ve biiyiik egitim kurumlarinin varligini, Flint’ten
Detroit’e, devletin pas kusagi sehirlerinin ¢ékiisiiyle karsi-
lagtirarak ‘Michigan ve Ann Arbor’a bir bakin’ diyor.

“Ancak Amerika liniversiteleri, Cin ve Hindistan iini-
versitelerinden daha iyi’ diye itiraf ediyor, ‘ciinkii gruplarin
ve tartigsmanin olusumunu destekliyorlar. San Francisco
Korfez Bolgesi, sanata, miizige, edebiyata ve fikirlere her
zaman agikt1. Bir¢ok yer de béyle diisiinse de, degildi. Bu
(sehirler) zamanla daha fazla girisimci yetistiriyor.”

Sadece fikirlere degil insanlara da agik olmalilar. “Tek-
nolojinin yiizde 50’si Silikon Vadisinde basliyor ve bura-
nin kurucu ekibinde de bir gé¢men vardi. Steve Jobsun
babasi da Suriyeli bir gd¢mendi ve hepimiz Sergey Brin’i
biliyoruz.” diyor.

Ancak yine de, Florida'nin, 6nemli yenilik merkezleri
olarak soz ettigi Londra ve New York, gé¢menlige iliskin
yeni, kat1 kurallar1 uygulamaya koyuyor. Fakat Florida,
gocmenlik konusuna agik olmakla ilgili, “girisimciler gibi
dogru tiirde insanlar1 cezbetmek sansiniza kalmaig bir du-
rum, ¢iinkii bu tiir insanlar dogustan béyledir, sonradan
olamazlar.” diyor.

Florida, sehirlerin bagarisini sunlarla 6zetliyor: “Tek-
noloji, yetenek ve tolerans.”

Harvard’in Edward Glaeser’, son kitabi $ehrin Zaferi’n-
de, “nitelikli sehirlerin kendilerine yeniden sekil verme ye-
tenegine” dikkat ¢ekiyor. Bir ticaret merkezi, bir liman, bir
tiretim merkezi, bir finans merkezi, askeri techizat iireten
bir yiiksek teknoloji merkezi olarak gecinen, ilk bilgisayar-
lar1iireten ve yonetim danigsmanliginin dogdugu bir sehir
gormek isterse, hemen yakinindaki Boston’a bakmas: ye-
terli. Ayrica, endiistriyel Milano’nun kendisine bir tasarim
baskenti olarak nasil yeniden sekil verdigine, statiisiiniin
refah i¢inde nasil Avrupa iiretiminin gerilemesinden kur-
tulduguna dikkat ¢ekiyor.

Milano’nun merkezi ve post-modern kiyilari, bir stiid-
yolar sehri olarak 6nemli bir uyarlama siirecinden gegti.
Moda, mimarlik ve iiriin tasarimi stiidyolar, sergilerin
altyapisina yatirim yapan ve buralara ulagimi saglayan,
binalari tasarlamalari ve ilgi ¢ekici hale getirmeleri i¢in
diinyanin en iyi mimarlarindan bazilarini istihdam eden
sehirdeki genis binalara yerlestirildi. LSE Cities Programi
Direktorii Ricky Burdett, kendisine yeniden sekil vermeyi
basaran bagka bir sehir olarak Torino’yu isaret ediyor. “To-
rino’nun ve bityiik bélgesi Piyemonte’nin, ileri teknoloji ve
yenilikei kiimeler yaratmak i¢in tiniversiteler, vakiflar ve
sanayi arasinda 6nemli yatirimlar yapilmasini saglayarak
krizin baglamasiyla birlikte proaktif olusunu’ 6rnek olarak
gosteriyor. Profesor Burdett, Torino’nun iki belediye bagka-
n1 Valentino Castellani ve Sergio Chiamparinoas’in, sehrin
bolgelerinin kullanim amacini degistirmek icin Italyanin
meshur biirokratik engellerini agmakta ve AB fonlarini
kendilerine ¢ekmekte oldukea etkili olduklarini séyliiyor.
“Bu ayn1 zamanda ekonomilere istikrar kazandirmakla da
ilgili’ diye ekleyen Burdett, ‘yalnizca yeni isler yaratmakla
degil, su soruyu sormaniz gerek: Eger bu politikalar yii-
riitiilmeseydi, Torino’ya, Barselona’ya veya Miinih’e neler
olurdu?” diyor.

Bununla birlikte, devlet veya belediye miidahalesi her
zaman ige yaramiyor. Edward Glaeser, Detroit’i eski haline
déndiirme gabalarini siddetle elestiriyor. Ingaatlara paralar
yatirildi ancak elde edilen sonuglar 6nemsizdi.

Ancak gelik sehri Pittsburgh, teknoloji kiimelerinin ve
hareketli mahallelerin modern metropoliine déniismeyi
basardi. Bagarisi ise tedbirli, istikrarli yatirim ve Pittsbur-
gh Teknoloji Konseyinden (1983’te kurulmustur) hazirlik
maliyetleri i¢in alinan baglangi¢ destegi ile iyi restoranlar,
kafeler ve en 6nemlisi ucuz emlak fiyatlarinin belirledigi,
etnik a¢idan karigik, canli ve seckin mahallelerin olustur-
dugu sehrin birlesiminden kaynaklaniyor gibi gériiniiyor.

Londra’nin ucuz ve bol gayrimenkulden fayda sagla-
madig1 kesin. Fakat burada da, sehrin dogu kenarinda bir
teknoloji kiimesi kurma ¢abasi gésterilmistir. Old Stre-
et’in ‘Silicon Roundabout’u, gectigimiz giinlerde bagarili
bir kentsel yenilik kiimesinin (600’iin tizerinde teknoloji
firmasi ile) bir 6rnegi olarak bakanlar tarafindan ele ge-
cirilmisti ancak belediyenin miidahalesi olmaksizin, ken-
diliginden biiytidii. Sehrin zenginligi ile moda bohemi ya
da Shoreditch ve Hoxton arasindaki sinirda, burasi geng,
harika bir yerdi. 2003 yilindan beri bélgede faaliyet goste-
ren Trampoline Systems’in (sosyal analitik bir yazilim sir-
keti) girisimcisi, kurucusu ve CEO’su Charles Armstrong,
Silicon Roundabout’un bagarisini tanimlayan {i¢ noktadan
bahsediyor. “Yogunluk - ilgili isletmelerin yogunlagmasi;
cesitlilik — tiimii teknoloji temelli olmayan, farkli iglerin
cesitliligi”, “Teknoloji merkezi olmadan 6nce verimli bir
moda, sanat ve tasarim sahnesiydi” diyerek buna dikkat
cekiyor ve son olarak su noktadan bahsediyor: “Baglan-
tilar — kafelerin ve barlarin iletigim aglari, ag olusturma
olanaklar: ve etkinlikler”.

Bay Armstrong, kiimenin yayilisini ve etkisini, ayn1 sira-
da tweetlerin ekranda belirerek sosyal medya ve baglantilar
araciligiyla gercek zamanli olarak gdsterildigi Tech City
Map’i gelistirmek i¢in, ald1g1 etnografya egitiminden fay-
dalanmig. Hackney yerel yonetiminin, ‘diizenlemelerin bol-
gelere ayrilmasinda ve yeni binalarda bir boliimiin kulugka
merkezi olarak ayrilmasinda ve islerin dengede kalmasinin
saglanmasinda’ yardimci oldugunu ve bélge daha popiiler

hale geldikge, yeni isletmeler i¢in siirekli yer saglanmasini
(gorece uygun fiyatlarda) temin ettigini ileri stiriiyor.

Ingiltere hiikiimeti, bu olayin biiyiikk Olimpiyatlarin ye-
nilenmesinin mirasi olarak Stratford’a, doguya dogru yay:-
lisin1 gérmeye oldukea istekli, (yayilmay: desteklemek i¢in
de Tech City UK’yi bir topluluk olarak kabul etti) ancak
artik ayni dinamik yok. 308 milyon dolarlik, vergi miikelle-
fitarafindan finanse edilen medya merkezi, 6ne siiriildugii
gibi teknoloji sirketlerine devredilse bile, Shoreditch’de-
ki kentsel yogunlugun aynisini gelistirmek zor olacaktir.
Yenilesme tesvik edilebilir ancak neredeyse hi¢bir zaman
sifirdan baglatilamaz. Yine de, diinyanin ilk akilli sehri
ilan edilen Giiney Kore’nin meshur sehri Songdo’nun bunu
basarip basaramayacagini gérmek ilging olacaktir. C6ziim
yolu ise, baglangic hareketlerini yakalamak ve kogsullar1
buna gore dikkatlice ayarlamak gibi goriiniiyor.

Kentsel inovasyonda temel etkenler:

Iyi bir belediye bagkan1

Barselona, Miinih, Torino, Bogota ve Caracas’taki belediye
baskanlari, sehirlerinin geleceklerini, biirokrasinin azaltil-
mast, bolgelere ayirma, ingaat sinirlamalari ve sosyal, ticari
ve kiiltiirel giindemlerin dikkatle dengelenmesi yoluyla,
kararli ve akilli miidahalelerle etkilemiglerdir.

Etnik cesitlilik

Canly, idareci, degisen ve gesitli etnik niifusa sahip sehirler,
diinyanin dért bir yanindan en iyi insanlar1 kendine ¢cekme
egilimindedir. Ancak biiyiik ve koklii sehirler, gd¢menleri
tecrit edilmis tagralara génderme konusunda dikkatli ol-
malidir. Paris ve New York sehir merkezleri ¢coktan burju-
valagtirildi ve Londra da benzer bir yolda ilerleme tehlikesi
altinda. Eger sehir merkezleri esnek tutulursa, sehirler daha
avantajli olacaktur.

Egitim

Her ne kadar Richard Florida, egitim ve teknoloji kuru-
luslar1 arasindaki baglantiy1 reddetse de, Bangalore’dan
Silikon Vadisi’ne kadar her basarili yerin, merkezinde veya
dis cevresinde iyi bir finiversite bulunmaktadur.

Yogunluk

Teknoloji firmalari arttik¢a, yogunluk da artar ancak isin
sirr1 onlar: iletisime gegirmektir. Bu ise barlar, kafeler,
koridorlar ve ortak sokaklar demektir. Gergek yenilikler,
genellikle tesadiifi toplantilar veya kahve icerken gelisen
sohbetler araciligiyla ortaya cikiyor, bu yilizden teknoloji
kiimelerinde beklenmedik karsilagsmalar i¢in bazi yerler
olmalidir. Giizel barlar, aydin ve geng insanlari cezbediyor;
yaratici sektorlerin yakinligi ise, her iki grubun da ortaya
¢ikan yeni firsatlar1 ve egilimleri fark etmesine yardimci
oluyor.

http://www.c40.0rg/blog_posts/expert-voices-edwin-heathcote-
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Urban ingenuity

Edwin Heathcote

The city stands out with its missions on progress and inventions fields.

The city is a machine for innovation, an incubator of ideas
born of necessity as people from different places and social
classes rub against each other creating a static electric field
of ideas and inventions. If we look at Rome in the first cen-
tury, Baghdad a thousand years later, Birmingham in the
cighteenth century, London in the nineteenth century or
New York in the twentieth century, the city stands out as
an engine of progress and modernity. Yet it does not neces-
sarily last. No one would call contemporary Venice a hub of
innovation whilst the city that was only a few decades ago
at the forefront of industrial innovation and production,
Detroit, has become the most famous, and epic example of
how quickly it can all collapse. So how can a city continue
to innovate? How can a city continue to create a hospitable
home for entrepreneurs and ideas?

Richard Florida, author of “The Rise of the Creative Class’
and urban planning guru, believes the first thing govern-
ments must do “is to get out of the way - stop ‘squelching’
entreprencurial culture”. It is a familiar notion - the idea
that however well-intentioned governments and munici-
palities might be, their involvement is rarely the spark that
sets things off. So why have Silicon Valley in California and
Cambridge in the English fens developed as centres of in-
novation but other regions languish? Is it the concentration
of education and technology industries? Or just sheer luck?
Prof Florida is sceptical about the influence of univer-
sities too — no matter how good Stanford or Cambridge
University. He believes the role of educational institutions
can be overestimated ‘Look at Michigan and Ann Arbor’ he
says, contrasting the presence of a great educational institu-
tion with the terminal decline of the state’s rust belt cities
from Flint to Detroit.

“But US universities are better than Chinese and Indian
universities” he admits ‘because they encourage the forma-
tion of groups and of discussion. The San Francisco Bay Area
was always open to art, music, literature and ideas and most
places are not open — even if they think they are. These [cit-
ies] accrete entrepreneurs over time.”

That openness needs to be not only to ideas but to people.
“S0 per cent of all technology start-ups in Silicon valley” he
says “had an immigrant on the founding team. Steve Jobs’
father was a Syrian immigrant and we all know about Sergey
Brin.”

Yet both London and New York, big cities Florida cites as
critical centres of innovation, are introducing stringent new
rules on immigration, whereas more openness and high-skill
immigration would, he says ‘up your odds of attracting the
right sorts of people — entrepreneurs, like athletes are born
and not made.

Florida puts the success of cities down to his 3T’s
“Technology, talent and tolerance.”

Harvard’s Edward Glaeser, in his recent book Triumph of
the City, points to the “ability of skilled cities to reinvent
themselves”. He only has to look around the corner to Boston
to see a city that has made its living as a trading post, a port,
a manufacturing centre, a financial centre, a high-tech hub
for producing military equipment and which spawned early
computers and the emergence of management consulting,
He also points to how industrial Milan reinvented itself as
adesign capital, its status prosperously surviving the decline
of European manufacturing.

We sum up key factors of urban innovation and its sustainability

Milan has seen a remarkable adaptation of both its centre
and its post-industrial edges as a city of studios; fashion, ar-
chitecture, product design are all accommodated in roomy
buildings in a city that has invested in the infrastructure
of fairs and the transport to get to them, employing some
of the world’s finest architects to design them and make
them attractive. Ricky Burdett, Director of the LSE’s Cities
Programme points to Turin as another city that has managed
to reinvent itself. He cites ‘the way in which Turin and the
broader region, Piedmont, were proactive as the downturn
kicked in, allowing significant investment between uni-
versities, foundations and industry to create high tech and
innovative clusters.’ Professor Burdett credits the two con-
secutive mayors of Turin, Valentino Castellani and Sergio
Chiamparinoas hugely influential in cutting through Italy’s
notorious red-tape to re-zone areas of the city and in attract-
ing EU funds. “It’s also about stabilising economies’ Burdett
adds ‘not just a question of creating new jobs. You have to
ask what would have happened to Turin, or Barcelona, or
Munich if these policies weren’t carried out?”

State or municipal intervention doesn’t always work, how-
ever. Edward Glaeser is scathing about the efforts to reha-
bilitate Detroit. Money was thrown at construction but
achieved negligible results.

Yet steel city Pittsburgh has managed to transform itself
into a contemporary metropolis of tech clusters and vibrant
neighbourhoods. Its success seems to result from a lucky
combination of careful, consistent investment and seed mon-
ey for start-ups from the Pittsburgh Technology Council
(established perceptively early, in 1983), an ethnically mixed
city of vibrant and distinctive neighbourhoods defined by
good restaurants and cafes and, critically, cheap property
prices.

London categorically does not benefit from cheap and
plentiful real estate. Yet here too there has been an effort
to establish a tech cluster on the castern edge of the city.
Old Street’s ‘Silicon Roundabout’ was recently seized upon
by ministers as an example of a cluster of successful urban
innovation (with over 600 tech firms) but it grew sponta-
neously, without municipal intervention. On the border be-
tween the wealth of the City and the fashionable bohemia
or Shoreditch and Hoxton, this was a young, funky place to
be. Charles Armstrong, entrepreneur and founder and chief
executive of Trampoline Systems (a social analytic software
company) who has been based in the area since 2003, sug-
gests three points which have defined Silicon Roundabout’s
success. “Density — the concentration of relevant businesses;
diversity —a range of different businesses, not all tech-based”
He points out that “this was a fertile fashion, art and design
scene before it was a tech hub” and finally “Connections —
the network of cafes and bars, networking opportunities
and events”.

Mr Armstrong has used his background in ethnography
todevelop his Tech City Map, a real time representation of
the spread of the cluster and its influence through social me-
dia and connections in real time, with tweets popping up on
screen as they happen. He suggests that the local authority,
Hackney, has been helpful in zoning regulations and in
maintaininga balance of businesses but also in ensuring that
in new buildings a proportion of the accommodation needs
to be provided as incubator space’ ensuring the continuing

availability (at relatively affordable rates) of space for start-
ups as the area becomes more popular.

The UK government is keen to see the phenomenon spread
castwards to Stratford as part of the legacy of the huge
Olympics regeneration (and has established Tech City UK
as a body to encourage the spread) but the same dynamic
just isn’t there. Even if the £308m taxpayer-funded media
centre is turned over to tech companies, as has been mooted,
it would be difficult to foster the same urban intensity as
Shoreditch. Innovation can be encouraged, but almost never
kick-started from zero - although it will be interesting to see
whether the much-touted Songdo in South Korea, billed as
the world’s first smart-city, will manage it. The key, it seems,
is to spot the first stirrings and fine tune the conditions.

Key factors in urban innovation

A good mayor

Mayors in Barcelona, Munich, Turin, Bogota and Caracas
have radically influenced their respective cities’” futures
through tenacious and intelligent intervention, through
the reduction of red-tape and zoning and construction re-
strictions and the careful balancing of social, business and
cultural agendas.

Ethnic mix

Cities with lively, tolerant, changing and mixed ethnic popu-
lations tend to attract the best people from around the world.
But the big established cities need to be wary of ghettoising
new immigrants to the peripheries, Paris and New York have
already seen their city centres gentrified and London is in
danger of going down a similar path. If downtowns can be
kept flexible cities will retain an advantage.

Education

Although Richard Florida may disdain the link between
education and tech start-ups, every successful centre from
Bangalore to Silicon Valley has, at its heart or on its periph-
ery, a good university.

Intensity

The more tech firms there are, the greater the density but the
trick is to get them communicating. This means bars, coffee
shops, corridors and shared streets. Real innovation often
comes through serendipitous meetings or conversations over
coffee so tech clusters need places for unexpected encounter.
Cool bars attract bright young people and the proximity of

the creative industries helps both groups to spot new oppor-
tunities and trends emerging.

www.c40.org/blog_posts/expert-voices-edwin-heathcote-architecture-

critic-financial-times-and-the-ft-citi-ingenuity-awards
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Tasanm muzelerinin amaci nedir?

Richard Martin

unlimited 36

Tasarimi nasil tanimlariz? Milano’nun savag sonrasi
yeniden yapilanmasini tartigan Italyan mimar Ernesto
Rogers, herkesce bilindigi lizere, her seyi ‘tepeden tirna-
ga’ tasarlamak istediginiiddia etmistir. Atlantik genelin-
de ylizy1l ortasi modernizminin bir diger iddiali sembolii
olan Amerikan endiistri tasarimcisi Raymond Loewy,
uzmanlik alanlarinin, “bir ruj ile bir buharli gemi arasin-
da” degistigini séylemistir. Daha az bireyselci bir goriis,
20. yiizyilin belki de en itibarli mithendisi Ove Arup’tan
geldi. Onun “Toplam tasarim’ felsefesi, ‘tiim meslekleri
en bagindan bir araya getirme’ ihtiyacina dayanryordu.

Buiddialarin dl¢egi, tasarim miizeleri i¢in, tasarimin
tarihini, tanimini ve roliinii kesfetme amacina bagh
kiiltiir kurumlari icin hayati 6nem tasiyan bazi sorular:
tetikliyor. Tasarim ¢atal bigak takimlari ve kozmetik-
ten, binalar ve teknelere kadar hayatimizin her yoniinii
sekillendiriyorsa, bir kurulus tasarim koleksiyonlar: ve
sergileri i¢in hangi dl¢iitleri kullanabilir? Kuskusuz, 21.
ylizyilin miize severleri ¢evremizdeki nesnelerin bir tasa-
rim siirecinin sonucu oldugunun hatirlatilmasina ihtiyag
duymuyor artik. Ayni zamanda, Arup’un 6ne siirdiigii
gibi, iyi bir tasarim birbirleriyle birlikte ¢alisan genis
kapsamli bir profesyoneller dizisini igeriyorsa, bir tasa-
rimcinin 6zgiil etkisi nasil tanimlanabilir ve degerlen-
dirilebilir? Potansiyel sergiler i¢in kapsamin ¢ok genis

oldugunu ve ilgili siireglerin ¢ok yaygin oldugunu diisii-
niirsek, ‘tasarima’ adanmig miizeler belirsiz veya idaresi
giic hale gelme riskini aliyorlar.

Cagdags miizeciler tasarimin kapsami ve tanimiyla il-
gili daha incelikli perspektifler sunma egilimindedirler.
Ornegin, 2005 yilinda New York MoMA’daki mimari
ve tasarim boliimiiniin bag kiiratérii Paola Antonelli,
‘bir disiplin olarak tasarimin hem eylemlerini hem de
olasiliklarini anlamada genel bir eksiklik ¢ekmesinden’
sikayette bulunmustur. 2014 yilinda Londra’da V&A
miidiirit Martin Roth, “Tasarim her sey degildir ve dyle
oldugu algis1 kafa karigtirici olmakla birlikte miizeye de
zarar verir.” diyerek diigiincesini 6ne siirmiigtiir.

Sagirtic1 bir sekilde, bu tiir belirsizlikler nadiren kes-
fedilir. Joanna Weddell ve Liz Farrelly’nin, Tasarim
Nesneleri ve Miize (Bloomsbury Academic) baglikli yeni
makale derlemelerinin girisinde ifade ettikleri gibi, ta-
sarim miizeleri sanat miizelerine kiyasla cok daha az ilgi
gormiistiir. Tasarim miizelerinin belirli endiselerinin
hala daha ihmal edildigi diisiiniiliirse, koleksiyonlari-
nin ve sergilerinin durumu ve degeri hakkinda biiyiik
belirsizlikler bulunuyor. Marcel Duchamp hazir iglerini
sergilemeye bagladiktan ve Walter Gropius, Bauhaus’ta
sanat ve teknoloji arasinda ‘yeni bir birlik” kurulmasini
teklif ettikten bir ylizyil sonra, sanat eserleri hala sanayi
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ve ticaret iiriinlerine gore iistiin bir kiiltiirel konumda
bulunmaya devam ediyor; sanat galerisi, sergi salonu-
nu golgede birakiyor. Tasarim miizeleri ile ilgili diger
gerilimler — biiyiik 6l¢ekli endiistriyel yapilar (buharl
gemiler) ile glinliik titketim mallari (rujlar), seri tiretilen
(kasiklar) ve kendine 6zgi (sehirler) tiriinler arasinda
— Rogers ve Loewy’nin agdali agiklamalarinda hissedi-
lebilir. Mimarligin, diger tasarim disiplinleri arasinda
nasil yer buldugu da yoruma agik bir konu olmaya de-
vam ediyor.

Tasarim miizelerinin temelini olusturan ilkelerin yani
sira 6zel programlarini g6z 6niine almak i¢in su an 6zel-
likle uygun bir zamandir. Londra Tasarim Miizesi, gele-
cek ay yeni merkezi olan Kensington’daki Commonwe-
alth Enstitiisii’niin eski merkezinde yeniden agiliyor ve
bizlere genis bir dizi sergi ve etkinlik vaat ediyor. Burasi,
tasarim odakli miizelerde kiiresel genislemenin en son
ornegidir. New York’taki Smithsonian Tasarim Miizesi
Cooper Hewitt, yeni kimligi ve 6zenle dekore edilmis
malikanesiyle, ti¢ y1llik bir aradan sonra 2014’iin sonla-
rinda yeniden agilirken, son on yilda, Tokyo’da 21_21
Design Sight (2007), Barselona Tasarim Miizesi (2008) ve
Canberra’da Avustralya Tasarim Galerisi (2009) a¢ild1.

‘Iyi tasarim’ 6rnekleri olarak kabul edilen nesnelerin
halkin teshirine sunulmasi, 19. ylizyil ticaret fuarlarina

dayaniyor. Elestirmen, kiirator ve eski Londra Tasarim
Miizesi miidiirii Alice Rawsthorn, bu nesnelerin tarihsel
acidan iki farkli miize yolu ile miizelerde yerlerini bulduk-
larini agikladi. 11k yaklagim 1864’te Viyana'da agilan Uy-
gulamali Sanatlar Miizesine (MAK) ilham veren, 1852’de
Uretim Miizesi olarak kurulan V&A gibi mobilya, seramik
ve moda odakli dekoratif sanat miizelerini kapsamaktay-
d1. 20. yiizyilda ortaya cikan ikinci bir yaklagim, Ams-
terdam’daki Stedelijk ve Paris’teki Centre Pompidou gibi
modern ve ¢agdas sanat miizelerinin endiistriyel tasarima
yogun ilgi gosterdigini gordii. Bu agidan, éncii kurulug
kugkusuz mimariye ve tasarima adanan diinyanin ilk kiira-
toryel boliimiiniin bulundugu 1932°de kurulan MoMA’ydi.

Londra Tasarim Miizesinin ge¢misi, biraz karmagik
ve tasarim kurumlari i¢in endise verici olan begeni, sinif
ve tiiketicilik konularini giindeme getiren bir hikayedir.
Kiirator Stephen Bayley tarafindan denetlenen, diger satig
yatirimlari arasinda Habitat’in kurucusu Terence Conran
tarafindan finanse edilen ve V& A’da bulunan bir dizi ser-
giyle, 1982°de Boilerhouse Projesi olarak hayata baglad.
1983’te yayinlanan bir makalede Bayley, Boilerhouse’un
‘topluca iiretilen maddi kiiltiiriin veya kisaca tasarimin
tliim yonleriyle ilgilenen’, arabalar1 ve kola kutularini 6ven
sergilerin lehine, zanaati ve zanaatkar faaliyetleri ortadan
kaldiran bir yaklagima sahip bir proje oldugunu agiklamis-
t1. Boilerhouse’un basarisi, 1989’da Margaret Thatcher ta-
rafindan agilan Shad Thames’teki doniistiiriilmis bir muz
deposunda bagimsiz bir Tasarim Miizesinin kurulmasi-
na yol agt1. Bayler sonradan, kurulusun ticari ve girisimci
dinamiklerini kabul ederek ‘Cagin ruhuyla uyumluydu,’
demigtir. Gergekten de, The Spectator i¢in yazdig1 son ma-
kalesinde Bayley, Conran’in ‘biiyiik basarisinin’ ‘tasarimi
bir etkinlikten ticari esyaya terfi ettirmek’ oldugunu iddia
etti. Bu tanim kapsaminda, tasarim ‘tiikketicilerin elde ede-
bilecegi bir sey oldu. Medeni halkin hogca vakit gecirdigi
seylerle ilgili hale geldi’.

Yeniden agilan Tasarim Miizesi ¢ok farkli bir yaklagim
sunuyor. Enstitiiniin bas kiiratorii Justin McGuirk, soyle
soyliiyor: ‘Cevremizdeki her seyin tasarlandigini, tasari-
min diinyanin goriiniisii ve bize hissettirdikleri agisindan
6nemli oldugunu anlamanin 6tesine gectik.” Bunun yeri-
ne, tasarimin olasiliklari, stiregleri ve etkileri konusunda
daha fazla duygu uyandiran sergiler yaratmak istiyor: ‘Biz
tasarimin, aslinda diinyaya daha genel bir agidan bakmak
anlamina geldigini ve daha biiyiik meselelerde nesnelerin
Stesine gegen bir rolii oldugunu séylityoruz.” Bu degisime
acik meseleler 21. yiizyilin siyaset ve topluma dair bakis
agisini yansitiyor, tipki Bayley’in miizesinin 1980’ler ruhu-
nu ¢agristirdigi gibi; sirdiiriilebilirlik ve iklim degisikligi
sorunlar: simdilerde seri iiretilen nesnelere bakigimizin
merkezinde. Denetlemenin yayilmasina dair kaygilar diji-
tal teknolojinin biiyiimesini golgeliyor. Yildiz mimarlarin

g6z alic1 eserleri dikkatimizi kentsel sinirlar icerisindeki
yasamdan uzaklagtirmamalidir. Neyse ki tiim bunlar ‘me-
deni halkin hogca vakit gecirdigi seylerden’ ¢ok uzaktir.
Tasarimi ¢agdas diinyay1 anlamlandirmak ve degistirmek
i¢in 6nemli bir yol olarak konumlandiriyor.

Bu, tasarimin, her halitkarda bir tasarim miizesinin ma-
gazasina giren herhangi bir ziyaretgi icin gériilebilir olan
ticari boyutlarini ihmal etmek demek degildir. Aslinda bu,
sergilenen nesneleri putlagtirmayi reddeden veya bunlar:
tireten ve dolagimini saglayan liretim siiregleri, toplumsal
giicler ve altyapidan ayirmayi reddeden bir yaklagimdur.
Londra Tasarim Miizesindeki 6grenme ve arastirma prog-
ramlarini ydneten Helen Charman, sunlari yazdi: “Tasarim
kiiratorliigiinii yapmak, kiiltiir, miisteri ve ticaret arasin-
daki iliski konusunda isteksiz davranmak anlamina gel-
miyor: Pazar baglami, tasarimin roliiniin yarattig1 ya da
katalize ettigi yaratici ajansin, yarattigi durumlarin ve ge-
kil verdigi hayatlarin anlagilmasinda 6nemli bir fakt6rdiir.’

Bir tasarim miizesi, sergilerini destekleyen ekonomik ve
sosyal siireclerle ilgili hikayeleri nasil anlatabilir? Kiirator-
yel odaklamada béyle bir degisim, sergi ve kitle katilimi
yontemlerinde yardimer degisiklikler gerektirir. Yeniden
acilan Tasarim Miizesindeki Korku ve Sevgi: Karmagsik
Diinyaya Kars: Tepkiler baslikli agilis sergisi, tasarimcilar
ve mimarlar tarafindan yapilmis, 6nemli ¢agdas konularla
ilgili enstalasyonlar1 igeriyor. McGuirk, “Tasarim miizesi-
nin siitunlar tizerine nesneler konulan bir yer oldugu dii-
stincesinden uzaklagmak istiyorum. Sorunlari, fikirleri ve
deneyimleri diisiinmenizi saglayan, daha deneyimsel bir
format istiyorum.” diye agikliyor. Miize ayrica, kullani-
c1 deneyimine agirlik vermek i¢in kitle kaynakli ¢aligma
stireciyle secilmis nesneleri 6n plana ¢ikaracak. ‘Eskiden
tasarim kullaniciicindi,’ diye 6ne siiriiyor McGuirk, ‘fakat
simdi kullanic1 daha ¢ok sonucun belirleyici faktérlerin-
den biri haline geldi.’

Sergilerin icerigi ve sunumundaki benzer gelismelerin
yani sira koleksiyonculuk uygulamalar: ile ilgili egilim-
ler, diinyanin diger tasarim odakli enstitiilerinde gorii-
lebilir. Cooper Hewitt, tasarimcilardan ziyade insanla-
rin ¢alismalariyla nasil mesgul olduklarina yogunlasilan
Giizel Kullanicilar baglikli bir koleksiyon sergisiyle yeni-
den agildi. Gegen sene, Barselona Tasarim Miizesi, teker-
lekli sandalye, sineklik, tekrar kullanilabilir menstrual
kap gibi nesneler araciligiyla tasarimin yagsamlarimizdaki
toplumsal roliinii inceleyen, begeni toplayan bir sergi olan,
Hayat igin Tasarim: Ger¢ek Diinya igin 99 Proje sergisini
diizenledi. Serginin adi, tasarim miizelerinde siklikla ser-
gilenen litks esyalarin kullaniglili§1 ve hatta ‘gercekligi-
ne’ iligkin siiphecilige de ihanet ediyor. MoMA’da Paola
Antonelli, geleneksel tasarim anlayisini bozmaya yoénelik
bir dizi provokatif bulus diizenledi. 2004 sergisi Miitevaz:
Bagyapitlar’da yemek ¢ubuklari ve dominolar, baloncuklu

naylonlar ve ¢engelli igneler, parmak arasi terlikler ve friz-
biler yer aliyordu. 2010’da ise MoMA, cesur bir hamleyle
1971’de Amerikali elektrik mithendisi Ray Tomlinson ta-
rafindan tasarlanan @ isaretini elde etti. Antonelli’ye gére,
‘Koleksiyonumuzdaki tek paha bi¢ilmez nesne olmasa da,
tamamen bagimsiz tek nesne olabilir” Londra’da ise V&A,
uygulamalar, e-sigaralar ve ihtilafl1 bir sekilde 3D yazici-
larla basilmig bir silah edinerek, haber akiginin hizini ve
goriiniisiinii eslestirmek icin yeni gelistirdigi acil-miida-
hale koleksiyonculuguyla dikkatleri iizerine ¢ekti.

MoMA’nin @ isaretini almasi, ayni zamanda tasarim
miizelerinin dijital siireclerin etkisine nasil tepki verdigi-
nin de bir gostergesidir. Weddell ve Farrelly, ‘nesnelerin
maddiyatlarini kaybettigi bir diinyada tasarimin tanimi
gittikce daha tutarsiz hale geliyor’ diyor. Buna karsilik,
Cooper Hewitt su anda, izleyicilerin miizenin duvar kagidi
koleksiyonundan onlari ¢evreleyen desenleri segebilecek-
leri ve kendi dijital koleksiyonlarini olusturmak iizere en
cok ilgilerini ceken sergileri not etmeleri i¢in bir elektronik
kalem iceren bir oda da dahil olmak iizere bir dizi dijital
yenilik sunuyor. Bu tiir eklemeler, etkilesimli teknolojile-
rin benimsenmesi i¢in hem 6vgii hem de elestirilere neden
oldu. Burada, tasarimcidan kullaniciya kayan odak nok-
tasi, cagdas miizelerde pasif ve aktif izleyicilik konusunda
olusan daha genis bir tartigmanin pargasi.

Bununla birlikte, tiim bunlar hala tasarim miizeleri-
nin belirli amaglarini tartismaya acik birakiyor. Sonugta,
medya ve disiplinler arasindaki geleneksel sinirlarin ar-
tik kiiltiir kurumlar: tarafindan gegildigi ve tasarim kav-
ramlarinin giderek bireysel nesnenin Stesine gegtigi goz
6niine alindiginda, belki de ayr1 bir tasarim miizesi fikri
demode goriinebilir. Martin Roth, gelecekte ‘tasarimin
daha fazla miizede daha fazla etkisinin olacagina, buna
karsilik belki de 6zel miizelerde o kadar ¢ok etkisi olma-
yacagina’ inaniyor. V& A ve MoMA’da, programin tasarim
o6zellikleri cok daha kapsamli sdylesilere entegre edilmistir.
Diger durumlarda ise, daha genis sanatsal hareketlerin
yaninda diigiiniilmesi gereken tasarim geligmelerine ilig-
kin ¢ok daha fazla konu bulunmaktadir. Ornegin, Tate
Modern’deki yeni Switch House sergilerinde, Jasper Mor-
rison’un tasarimlarinin kurumun genel tutumuna katkisi,
Tirbin Salonuwndaki Thingness baslikli sergisine komsu
bir sergide kabul edildi. Morrison’un mobilyalar1 temiz,
samimi, pratik ve cana yakin olsa da, Tate’de sergilenen
eserlerine genel bir bakis, tasarim ile miizenin modern ve
cagdas sanat arasinda kapsamli bir diyalog olusturma fir-
satin1 kagirdigini gdsteriyor. Sonug olarak sergi, bir eles-
tirel diisiince alanindan ¢ok, bir galeriye benziyor. ‘Tiim
meslekleri bir araya getirmenin’ miizecilikteki esdegeri,
hala daha bir uktedir.

www.apollo-magazine.com/what-are-design-museums-for/

What are design museums for?

Richard Martin

How do we define design? Discussing the post-war reconstruc-
tion of Milan, the Italian architect Ernesto Rogers famously
claimed that he wanted to design everything ‘from the spoon
to the city’. Across the Atlantic, another ambitious exponent
of mid-century modernism, the American industrial designer
Raymond Loewy, declared that his expertise ranged ‘from a
lipstick to a steamship’. A less individualistic vision came from
perhaps the most influential engineer of the 20th century,
Ove Arup, whose philosophy of ‘total design’ hinged on the
need ‘to join all the professions together right from the start’.

The sheer scale of such claims provokes a number of vi-
tal questions for design museums, the cultural institutions
committed to exploring the history, definition and role of
design. If design shapes all aspects of our lives — from cutlery
and cosmetics to buildings and boats — what criteria might

an institution employ for design collections and exhibitions?
Surely 21st-century museum-goers no longer need reminding
that the objects around us are the result of a design process. At
the same time, if; as Arup suggested, good design involves an
extensive array of professionals working alongside each other,
how might the specific influence of a designer be identified and
assessed? Given that the scope for potential displays is so vast
and the processes involved so pervasive, museums dedicated
to ‘design’ risk becoming vague or unwieldy.

Contemporary museum practitioners tend to offer more
nuanced perspectives on the scope and definition of design.
In 2005, for instance, Paola Antonelli, senior curator of the
department of architecture and design at MoMA in New
York, complained that ‘design as a discipline still suffers from
a general lack of understanding both of its deeds and of its

possibilities’. In 2014, the director of the V&A in London,
Martin Roth, argued, ‘Design isn’t everything and the per-
ception that it is, is confusing and damaging to the museum.’

Surprisingly, such ambiguities are rarely explored. As
Joanna Weddell and Liz Farrelly point out in their introduc-
tion to a new collection of essays entitled Design Objects and
the Museum (Bloomsbury Academic), design museums have
received far less critical attention than art museums. That the
specific concerns of design museums continue to be neglect-
ed seems to confirm broader uncertainties about the status
and value of their collections and displays. A century after
Marcel Duchamp began exhibiting his readymades and Walter
Gropius proposed ‘a new unity’ between art and technology
at the Bauhaus, artworks still maintain a superior cultural
position to the products of industry and commerce; the gallery



trumps the showroom. Further tensions pertinent to design
museums — between large-scale industrial structures (steam-
ships) and everyday consumer products (lipsticks), between the
mass-produced (spoons) and the unique (cities) — can be sensed
in the bombastic statements made by Rogers and Loewy. How
architecture sits alongside other design disciplines also remains
open to interpretation.

It’s a particularly relevant time to consider the principles
underpinning design museums as well as their specific pro-
grammes. Next month, London’s Design Museum reopens in
its new headquarters, the former home of the Commonwealth
Institute in Kensington, promising an expanded array of ex-
hibitions and activities. It’s the latest instance of a global ex-
pansion in design-orientated museums. The last decade has
seen the launch of 21_21 Design Sight in Tokyo (2007),
the Design Museum of Barcelona (2008) and the Gallery
of Australian Design in Canberra (2009), while the Cooper
Hewitt, Smithsonian Design Museum in New York reopened
after a three-year break at the end of 2014 sporting a fresh
identity and a spruced-up mansion.

The public display of objects deemed to be examples of ‘good
design’ has its origins in 19th-century commercial trade fairs.
Historically, these objects have found their way into museums
via two distinct museological avenues, as Alice Rawsthorn,
a critic, curator, and former director of London’s Design
Museum, has explained. The first approach involved decora-
tive arts museums that focused on furniture, ceramics, and
fashion, such as the V& A, which was first established as the
Museum of Manufactures in 1852, and which inspired the
initial iteration of what is now the Museum of Applied Arts
(MAK) in Vienna, which opened in 1864. Emerging in the
20th century, a second approach saw museums of modern and
contemporary art, such as the Stedelijk in Amsterdam and the
Centre Pompidou in Paris, take a keen interest in industrial de-
sign. In this respect, the pioneering institution was undoubt-
edly MoMA, where the world’s first curatorial department
devoted to architecture and design was established in 1932.

The history of London’s Design Museum is a slightly mess-
ier tale, and one that raises issues of taste, class, and consum-
erism, which are peculiarly fraught for design institutions. It
began life in 1982 as the Boilerhouse Project; a series of ex-
hibits housed at the V& A, which were overseen by the curator
Stephen Bayley and funded by Terence Conran, the founder
of Habitat among other retail endeavours. In a 1983 article,
Bayley explained that the Boilerhouse would be ‘concerned
with all aspects of mass-produced material culture or what
might, more briefly, be called design’ — an approach that side-
lined craft and artisanal activities in favour of exhibitions cel-
ebrating cars and Coke cans. The success of the Boilerhouse
led to the establishment of a standalone Design Museum in
a converted banana warehouse in Shad Thames, opened by
Margaret Thatcher in 1989. ‘It was in sync with the spirit of
the age,” Bayley later remarked, confirming the commercial
and entreprencurial dynamics of the enterprise. Indeed, in a
recent article for The Spectator, Bayley claimed that Conran’s
‘great achievement’ was ‘to elevate design from an activity to
a commodity’. In this definition, design became ‘something
consumers could acquire. It was about the fine things enjoyed
by civilised folk’.

The relaunched Design Museum offers a very different ap-
proach. Justin McGuirk, the institution’s chief curator, tells
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me: “We've gone beyond the point of understanding that ev-
erything around us is designed, that design is important to
the way the world looks and feels.” Instead, he wants to create
exhibitions that provoke a broader sense of design’s possibili-
ties, processes and impacts: “We're saying that design is actu-
ally a way of looking at the world generally, and that design
has a role to play in bigger issues that go beyond objects.” The
issues at stake reflect a 21* century perspective on politics and
society, just as Bayley’s museum evoked the spirit of the 1980s:
questions of sustainability and climate change are now central
to our understanding of mass-produced objects, anxieties over
the spread of surveillance shadow the growth of digital tech-
nology, the glossy creations of starchitects should not distract
us from life on the urban margins. This is all, thankfully, a
long way from ‘the fine things enjoyed by civilised folk’. It
positions design as a vital way to make sense of, and to change,
the contemporary world.

This is not to neglect the commercial dimensions of design,
which are in any case extremely visible to any visitor enteringa
design museum’s shop. In fact, it’s an approach that refuses to
fetishise the objects on display, or to separate them from the

produce and circulate them. Helen Charman, who directs the
learning and research programmes at the Design Museum in
London, has written: “To curate design is not to be coy about
the relationship between culture, client and commerce: the
market context is an important factor in understanding the
role of design, the creative agency it creates or catalyses, the
situations it engenders and the lives it shapes.’

How might a design museum tell stories about the eco-
nomic and social processes that underpin its displays? Such a
shift in curatorial focus requires attendant changes to modes
of display and audience engagement. The inaugural exhibition
at the relaunched Design Museum, Fear and Love: Reactions
to a Complex World, features a series of commissioned in-
stallations by designers and architects dealing with pressing
contemporary topics. McGuirk explains, ‘T want to get away
from the idea of a design museum being a place where you
put objects on plinths. I want a more experiential format that
allows you to think about issues, ideas and experiences.” The
museum will also feature a display of objects chosen through
a crowd-sourcing process as part of a wider emphasis on user
experience. ‘Design used to be for the user, McGuirk argues,
‘but now the user is increasingly one of the determinants of
the outcome.

Similar developments in the content and presentation of
exhibitions, as well as related trends in collecting practices,
can be seen at other design-orientated institutions around
the world. The Cooper Hewitt reopened with a collection
display entitled Beauntiful Users, in which the attention
usually given to designers was instead placed on how peo-
ple engage with their work. Last year the Design Museum
of Barcelona staged Design for Life: 99 Projects for the Real
World, an acclaimed exhibition that explored design’s so-
cial role throughout our lives via objects as varied as wheel-
chairs, mosquito nets and reusable menstrual cups. The
show’s title also betrays scepticism about the usefulness, or
even ‘reality’, of the luxurious items often on display in design
museums. At MoMA, Paola Antonelli has organised a succes-
sion of provocative inventions aimed at disrupting traditional

conceptions of design. Her 2004 show Humble Masterpieces

featured chopsticks and dominoes, bubble wrap and safety
pins, flip-flops and Frisbees, while in 2010 MoMA acquired,
in an audacious move, the @ sign designed in 1971 by the
American electrical engineer Ray Tomlinson. According to
Antonelli, Tt might be the only truly free — albeit not the
only priceless — object in our collection.” Back in London,
the V&A has also gained attention for its recently developed
policy of rapid-response collecting, an attempt to match the
speed and spectacle of the news cycle through the acquisition
of apps, e-cigarettes and, most controversially, the world’s first
3D-printed gun.

The acquisition of the @ sign by MoMA is also an indicator
of the different ways in which design museums are responding
to the impact of digital processes. Weddell and Farrelly suggest
that ‘in a world where objects are fast losing their materiality
the definition of design becomes more and more unstable’. In
response, the Cooper Hewitt now features an array of digital
innovations, including a room in which viewers can select the
pattern surrounding them from the museum’s wallpaper col-
lection, and an electronic pen which allows visitors to log the
exhibits that most interest them to form their own personal
digital collection. Such additions have provoked both praise
and criticism for their adoption of interactive technologies.
Here, the shift in focus from designer to user is part of a much
broader debate around passive and active spectatorship in con-
temporary museums.

Yet, all of this still leaves the specific purposes of design
museums open to question. After all, given that convention-
al boundaries between media and disciplines are now rou-
tinely crossed by cultural institutions, and given that notions
of design are increasingly moving beyond the individual ob-
ject, perhaps the idea of a separate, discrete design museum
might seem obsolete. In the future, Martin Roth believes that,
‘design will have more influence in more museums but per-
haps not so much in dedicated museums’. At the V&A and
MoMA, the design aspects of the programme are integrated
into much wider conversations. In other cases, though, there
remains greater scope for developments in design to be con-
sidered alongside larger artistic movements. In the new Switch
House displays at Tate Modern, for example, the contribution
of Jasper Morrison’s designs to the overall feel of the institution
are acknowledged in a small display adjacent to the Turbine
Hall entitled “Thingness’. Yet, while Morrison’s furniture is
clean, warm, practical and friendly, the overview of his career
on offer at Tate misses the chance to place design into dialogue
with the museum’s diverse narratives of modern and contem-
porary art. As a consequence, the display feels more like a
showroom than a space for critical reflection. The museological
equivalent of joining ‘all the professions together right from
the start’ remains an unfulfilled dream.

www.apollo-magazine.com/what-are-design-museums-for
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Neden Dunya Tasanm Bagkenti?

Deniz Ova

Kiiresellegsen diinyada, sehirler ilgi odag olabilmek i¢in birbirleriyle yarisiyorlar;

bir kism1 zaten uzun vadeli stratejiler gelistirmis olduklar: ya da yaratici endiistriler

konusunda 6nceden su veya bu nedenden 6tiirii yaptiklari yatirimlar sonucunda

“istidatlt” olduklar1i¢in bagarili oluyorlar. Sanatin, kiiltiiriin ve tasarimin giiciinit

yeni yeni kesfeden sehirler i¢in, “Diinya Tasarim Bagkenti” gibi yeni “programlar”

hizlandirilmis bir etki ya da pazarlama araci gorevi gorityorlar
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Istanbul 2010’u deneyimlemis biri olarak, Avrupa Kiiltiir
Baskenti hakkinda ¢ikan tartisma ve skandallar: diigii-
niince genel olarak bu konsepte kars1 yaklagimim siip-
heci. Her iki baglik da aslinda farkli perspektif ve mo-
tivasyonlarla yola ¢ikmis olsalar da ayni iyi niyetleri
tagtyorlar: Paylasimi artirarak yaratici sektorlere ivme
kazandirmak. Fakat neticede harcanan efor ve finansal
yiiktimlilitkkler bunaltici seviyelere variyor. Sehirler tize-
rinde, aslinda var olmayan ve hatta hi¢ var olmayacak bir
seyi sunma ya da yaratma baskis1 kurmak, farkli seviye-
lerde problemlerin dogmasina sebep oluyor, toplumun
yaraticilik ve giiven duygusunu zedeliyor.

Bu yazida Diinya Tasarim Bagkenti konusunda eles-
tirel bir goriis belirtmeye ¢alisacagim. Ancak yapinin
biitiiniini pargalara ayirmadan 6nce, Diinya Tasarim
Bagkenti nedir, nerede durur ve konsept kimden ¢ikmis-
tir gibi sorulara cevap vermek istiyorum.

Diinya Tasarim Bagkenti, 1957 yilinda kurulmus olan
Diinya Tasarim Organizasyonu isimli ag tarafindan dii-
zenlenmektedir. Ilk olarak Uluslararasi Endiistriyel Ta-
sarim Topluluklari Konseyi adiyla ¢aligmaya baglamis
olan bu ag 2015 yilinda Diinya Tasarim Bagkenti olarak
yeni bir misyon ve vizyonla yeniden adlandirilip, tanim-
lanmigtir. Organizasyonun web sayfasi ise oyle bir ta-
nim sunar: “Diinya Tasarim Organizasyonu endiistriyel
tasarimi ve meslegin daha iyi liriinler, sistemler, servis-
ler ve deneyimler; dolayisiyla daha iyi bir is diinyas: ve
endiistri; ve nihayetinde daha iyi bir ¢evre ve toplum
yaratma potansiyelini tegvik eden uluslararasi bir sivil
toplum kurulusudur.”

Organizasyonun endiistriyel tasarim ve meslekle ala-
kali en iyisini amaglayarak yogun bir sekilde miicadele
ettigini -toplumu ve is diinyasini iyilestirmek gibi bir
potansiyeli ylicelterek- sdylemek miimkiin. Gériinen o
ki, 140 {iye organizasyon igerisinde toplam 40 ulus temsil
edilmekte. Kesinlikle Diinya Tasarim Organizasyonu
basligini hak ediyor ve bir Diinya Tasarim Bagkenti sen-
ligini gerekli kiliyor.

Secilmis sehirler listesine bakinca, kutlamalarin bie-
nal olarak gerceklestigini goriiyoruz. Bienal kelimesini
goriince, elestirel, kavramsal hatta avangart bir etkin-
likten s6z ediyoruz zannedebilirsiniz. Ama sizi hayal
kirikligina ugratacagim ¢iinkii bu durumda kelimeyi
Ingilizcedeki tam karsilig1 olan iki yilda bir anlamin-
da kullaniyorum. Listeye geri dénecek olursak, Torino
(2008), Seul (2010), Helsinki (2012), Cape Town (2014),
Taipei (2016) ve 2018 y1linda “tasarimi ekonomik, sosyal
ve kiiltiirel hayati iyilestirmek i¢in kullan” mottosuyla
Diinya Tasarim Bagkenti olacak olan Meksiko’yu gor-

mek miimkiin.

Bir sehir Tasarim Bagkenti se¢ilince ne yapar?

Bu sansli sehrin amaci sene boyunca siirecek olan ik-
lim degisikligi, hizli kentlesme, su kitlig1 ve niifus artig1
konularini ele alan tasarimla alakali etkinlikler diizen-
lemektir. Diinya problemlerine tasarimin nasil ¢6ziimler
trettigini gosterirken, s6ziim ona bu sehirler tasarimi
uygulanabilir bir i modeli olarak yiiceltirler. Bu misyon
bildirisi bana tasarimin taniminin nasil degistigini ve
tasarimin sorumlulugunun bir¢ok yénde arttigini dii-
stindiriiyor. Tasarimin gezegen ve insanlik tizerindeki
yikici etkisi hayli bityiik olsa da, ayn1 zamanda da hayat-
ta kalmalari i¢in ¢6ziimii de yine o sunmaktadar.

Diinyanin problemlerini ¢6zebilmek i¢in farkli mes-
leklerden de destek gereklidir, dolayisiyla Diinya Tasarim
Organizasyonu “kargilikli yararli ortakliklar olusturmak
icin mimarlar, sehir planlamacilari, mithendisler, ergo-
nomistler, ve ¢evreci meslektaglar1” da icine alan genis
bir ag ve bir topluluk énermektedir. Gériinen odur ki,
organizasyon disiplinler aras1 igbirliginin béyle komp-
leks sorunlarla yiizlesmenin yolu oldugunu fark etmistir
ve boylece kapsamini da genigletmistir.

Aslinda ideal olan1 sudur: Sehirler yerel toplumlarla
irtibatlanur, ig birligine girer ve sosyal ve kiiltiirel hayat-
lar1 i¢in yeni siirdiiriilebilir modeller tasarlarlar ve en
6nemlisi de nihayetinde i diinyasina yon veren modeller
yaratirlar. Her ne olursa olsun, bu tip organizasyonlar
bize Thomas J. Watson’un séziinii hatirlatir: “Iyi bir ta-
sarim iyi bir igtir.”

Operasyonlari ve sistemi siirdiirmek i¢in, belediyeler
stratejik konsorsiyumlar olusturur, “birinci sinif tasa-
rim” etkinlikleri diizenlemek i¢in kar amaci giitmeyen
organizasyonlarla, kurumlarla, ajanslarla ve 6zel sektorle
is birligi yaparlar. Bazilari bir siire yasantisini devam
ettirecek yeni kurum ya da yapilara biiyiik yatirimlar
yapar ama bir kag yilin sonunda baglik eskiyince ya mo-
tivasyonlarini yitirirler ya da memnuniyetlerini. Her ge-
hir i¢in hazirlik dénemi sene icerisinde zirveye ulagan
bir heyecan donemi igerir. Anca sene bitince, ve 1g1klar
soniince, gercek is simdi baglar ve kaginilmaz olan soru
ortaya cikar: Biitlin bu yeni altyap: ve motive olmus sa-
nat camiastyla ne yapilacaktir? Cogu sehrin bu soruya
iyi bir cevab1 yoktur ¢linkii siirdiiriilebilir programlar
gelistirmemislerdir ve ihtiya¢ duyulan biitgelere erige-
memiglerdir. Bunun nedeni Diinya Tasarim Bagkentinin
gerekli sorular1 sormamig olmas olabilir.

Tasarim bagkentleri listesine bakacak olursak, ilk
akla gelecek tasarim sehirleri olmadiklarini goriiriiz.
11k akla gelen Milano veya Londra’dir ya da teknoloji-

si ve inovasyon yoniiyle Seul ya da Taipei olabilir. Peki
bu sehirleri bu kadar 6zel yapan, onlar: gerekli tasarim
altyapilar1 olmamasina ve bu girisimin ¢ok da pahali
olmasina ragmen bagvuru konusunda motive eden sey
nedir? Bagvuru i¢in belediyelerin nakit ihtiyaci su se-
kildedir: Bagvuru ticreti olarak 10,000 Kanada dolari,
idari ve lojistik masraflar i¢in bir 25,000 Kanada dolar1
daha, o da son tige kalan sansli sehirler i¢in. Son olarak,
finale kalan tasarim bagskentleri ii¢ y1l siiresince 600,000
CAD barindirma ticreti gonderecekler, buna ek olarak
da 2-3 yillik faaliyet sirasinda da altyapi, programlar ve
aktiviteler i¢in masraflar ¢ikacaktir.

Diinya Tasarim Bagkenti programi, belediyelerin bir-
birleriyle yaratici topluluklar icin merkez olabilmek adi-
na -ki devrin yeni gelir kaynagi budur- yarigacaklari bir
diinyada kendi yerini bulacak bir sehir i¢in iyi bir pro-
mosyon plani veya strateji gibi okunur. Sehirler global bir
oyuncu olmanin dnemini anlatan Richard Florida’nin
teorilerinden esinlenmislerdir; bu nedenle gehirler 21.
ylizy1l ekonomisinde modaya uyan, etkinlik dolu me-
kanlar olmak zorundalardair.

O halde Diinya Tasarim Bagkenti olmak i¢in neden
basvurmali?

Biitiin bu prosediir ve tasarim diinyasinin yildizla-
rindan biri olma ¢abasinin iyi sonuglari da olabilir. Kii-
resel tasarim toplumunun bir pargasi olma perspektifi
belediyeleri tasarim semsiyesi altinda kendi yapilarini
yeniden diisiinmek, isbirlikleri i¢cin a¢ilmak ve sehrin
servislerini gelistirmek i¢in motive eder. Sivil toplum ku-
ruluslar: ve kamu-6zel sektor ortakliklar i¢in katilimer
bir siire¢ benimseyen ve siirdiiriilebilir destek sistemleri
ve platformlar1 uygulayan sehirler her tiirlii bir fark ya-
ratacaktir. Uzun vadede beraber ¢alisma deneyimi her
taraf icin, sonunda se¢ilmeseler bile yararli olacaktir.
Bazi durumlarda taraflar ilk defa olmak suretiyle bulu-
surlar ve paylasimda bulunurlar ama bazen de bu durum
kesinlikle ger¢eklesmez! Kisa vadeli sonug her zaman
daha ¢ekicidir. Ama bir parga s6hretin biraz degisim ya
da gelecek icin diyalog yaratabilecek olmasini diisiinmek
kesinlikle faydali sonuglar doguracaktur, 6zellikle de o
sehrin yasayanlari icin.

Diinya Tasarim Bagkenti olmak yeniden degerlendi-
rilmesi gereken bir¢ok zor konuyu da beraberinde geti-
riyor. Yalnizca havali bir unvan olarak kalmamasi i¢in
Diinya Tasarim Bagkenti daha kalici, katilimci ve stirdii-
riilebilir bir program hazirlamali. Iki y1l siireli bu unvan
rekabetci uluslararasi sehirler arenasinda bir pazarlama
stratejisi olmaktan kesinlikle daha fazlasi olmali.

Why World Design Capital?

Deniz Ova

In our global world cities are competing for attention, some do well as they have build long

term strategies or are naturally “gifted” with a creative industry, in which they mostly have

invested in the past for many different reasons. For the cities that are newly discovering the

power or arts, culture and design new “programms” act as accelerator or marketing tools
such as the “World Design Capital’

Thinking of the debate and scandals around the European
Capitals of Culture and having experienced Istanbul 2010, I
have a very suspicious view on the whole concept. Both titles
originate from different motivations and perspectives with the
same good intention to create exchange and lift the creative
industries. In the end, however, the effort and the financial en-
gagement is overwhelming in many cases. Putting cities under
the pressure to present or create something that often doesn’t
exist and may never do so, causes problems on many levels
and damages creativity and trust in the city’s communities.

I will try to have a critical view on the “World Design
Capital’. Before we start to separate the structure into the
different particles lets first understand what the “World Design
Capital’ is, where it stands and who created the concept.

The World Design Capital® is organized by a network
called World Design Organization (WDO)™, founded in
1957. It started out as the International Council of Societies
of Industrial Design (Icsid) and was re-named and re-defined
as WDO in 2015 together with a new mission and vision. The
website states the following:

“WDO is an international non-governmental organization
that promotes the profession of industrial design and its ability
to generate better products, systems, services, and experiences;
better business and industry; and ultimately a better environ-
ment and society.”

Fair enough to say that this organization is intensively ad-
vocating for the best, when it comes to industrial design and
the profession, even glorifying its ability to improve society
as well as businesses. Apparently, 40 nations are represented
between the 140 member organizations. Clearly it deserves to
be called World Design Organization and cries for a World
Design Capital conviviality.

Looking into the list of designated cities we can see that
the celebration is biennial. Now that we dropped the word
biennial you may think that we are talking about a critical,
conceptual or even avant-garde event. But T have to disappoint
you, in this case this is just the correct linguistic use for being
held every two years. Coming back to the list of designation,
itincludes Torino (2008), Seoul (2010), Helsinki (2012), Cape
Town (2014), Taipei (2016) and Mexico City is going to be
the World Design Capital in 2018, which will set out under
the motto ‘to use design to improve economic, social and cul-
tural life’.

What does this mean and what does a city do once it is
nominated as WDC?

The aim for the lucky city is to host design-related events for
a year that tackles world issues such as climate change, rapid
urbanization, water scarcity and population growth. While

demonstrating how design can find solutions for these world
problems, cities supposedly also elevate design as a viable busi-
ness model. Along with this mission statement I cannot help
myself thinking, how the definition of design has changed
and the responsibility of design increased in many ways. Even
though the destructive impact of design on the planet and
humanity is enormous, it offers the solution for its survival,
at the same time.

To be able to solve these world issues help is needed from
other professions, therefore the WDO offers a wide network
and a community that includes colleagues from ‘architects,
urban planners, engineers, ergonomists, environmentalists
and so on, to form mutually beneficial partnerships’. It seems
that the organization has also realized that cross-disciplinary
collaboration is the way to face such complex issues and wid-
ened their scope.

Ideally, cities engage with their local communities, collab-
orate and design new sustainable models for their social and
cultural life and most importantly, create models that eventu-
ally lead into businesses. No matter what ever happens, such
organizations always remind us of Thomas J. Watson’ quote:
“Good design is good business”.

To maintain the operations and the system, municipalities
form strategic consortiums, collaborate with not-for-profit or-
ganizations, institutions, agencies and the private sector to
be able to deliver “world-class design” events. Some make big
investments in new institutions and structures that may last
for a while but mostly lose their motivation or content after a
couple of years, once the title is expired. The preparation phase
is a special excitement for each city with its climax in the year
it self. But once the year is over and all lights are dimmed the
real work begins, raising the inevitable question of what to do
with the entire new infrastructure and the motivated design
scene? Mostly cities do not have good answers, as they do not
develop sustainable programs along with the necessary bud-
gets to follow-up. The reason might be that the WDC does
not ask for.

If we look again at the list of designated cities they are
not the first ones that come to mind, if one thinks of design
capitals. Rather Milan or London immediately pop-up or
given the technology or innovation aspect maybe Seoul or
Taipei. So what makes these cities so special and motivates
them to apply although they must lack the necessary design
infrastructure, even thought this venture is quite expensive.
Municipalities have to make some cash ready: the admission
fee is CA$10.000, another CA$ 25.000 for administrative and
logistical expenses needs to be transferred, if cities are lucky
enough to be among the three shortlisted. Finally, designated

WDCs have to remit CAD$600,000 hosting fee over three
years plus all the expenses for the infrastructure, programs
and activities in the 2-3 years of operation.

The WDC program reads as a good promotion plan or strat-
egy for a city that needs to find its place in a world where mu-
nicipalities compete with each other to become focal points for
creative communities, which are the new income generators.
Cities have been inspired by Richard Florida’s theories that
describe the importance to become a global player; therefore
cities must become trendy, eventful places in order to compete
in the twenty-first-century economy.

So why apply to the WDC?

The whole procedure and the attempt of cities to become
one of the stars of the design world can certainly create some
good outcomes. The perspective to be part of the global design
community motivates municipalities to rethink their struc-
tures under the umbrella of design, open up for collaborations
with different partners and improve the cities” services. Cities
that adapt a participatory process and implement sustainable
support systems and platforms for non-governmental organi-
zations, public-private partnerships will make a difference in
any case. The attempt to work collaboratively will be benefi-
ciary for all parties in the long run, even if they are not entitled
at the end. In some cases parties meet for the first time and
start to exchange, but sometimes they just don’t! The short-
term outcome is always more attractive. But thinking that a
glimpse of fame may cause some change or dialogue of the
future is definitely beneficial. At least for the city’s inhabitants.

The World Design Capital entitlement has many difficult
aspects that should be re-thought. In order not to be only a fan-
cy entitlement the WDO should work with the cities to create
a more permanent, inclusive and sustainable programming.
The two-year-long WDC entitlement should be more than a
marketing strategy in the arena of global competitive cities.
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Mexico Citynin tasarim kavramini toplumda; saglik, iletisim ve
giivenlik gibi ¢esitli alanlarda yapilan yeniliklere entegre etmesi,
2018 Diinya Tasarim Baskenti secilmesine 6n ayak oldu.

Mexico city’s integration of design in various fields such as
health, communication, and security were initiators for the

nomination of the city as the 2018 World Design Capital.

LUIS BARRAGAN, CASA PRIETO LOPEZ EN EL PEDREGAL, MEXICO CITY

Mexico City 2018 Tasanm Bagkenti

Tema
Sosyal odakli tasarim

Neden Mexico City?

Mexico City’nin tasarim kavramini toplumda; saglik, iletisim ve giivenlik gibi ce-
sitli alanlarda yapilan yeniliklere entegre etmesi, 2018 Diinya Tasarim Bagkenti
secilmesine 6n ayak oldu.

Kentte gergeklesen bisiklet paylasimi, kamusal bahgeler, park ve oyun alanlar:
gibi projelerin yan sira, Mexico City 2018 Diinya Tasarim Bagkenti programinin en
biiyiik amaci da, diisiik gelirli bol-gelere ulasarak, toplumun her kesiminde tasa-
rim yoluyla yagam kalitesini iyilestirmek. 2018’de Diinya Tasarim Bagkenti projesi
kapsaminda yapilacak etkinlikler sadece Mexico City’yi degil, biitiin iilkeyi etkisi
altina almay1 ve gelistirmeyi amagliyor.

Etkiler

Mexico City Diinya Tasarim Bagkenti programu ile, gelecege dair mega-sehirlerin
siirdiiriilebilir hale gelmesi iizerine tartigmalar bagladi. Iyi tasarim sonucunda siir-
diiriilebilir sehirler yaratmak ve toplumu bu yénde diisiinmeye itmek bu programin
o6nde gelen fikirlerinden oldu.

Diinya Tasarim Bagkenti projesi dahilinde bilgi aligverisi saglanmasi ve yaratici
diisiincenin herkese yayilabilmesi amaciyla aktiviteler, sergiler, paneller, yerlestir-
meler ve belgeseller hazirlaniyor ve tasarimin giindelik hayattaki ve toplumdaki
etkisi izerine farkindalik yaratmak amaglanryor.

Mexico City 2018 Design Capital

MEXICO CITY

Theme
Socially responsible design

Why Mexico City?

Mexico city’s integration of design in various fields such as health, communication, and
security were initiators for the nomination of the city as the 2018 World Design Capital.

Along with programs like bike sharing, public gardens, parks and playground areas,
the biggest aim of the 2018 World Design Capital program is to reach low-income re-
gions, and to enhance life quality by way of design in every segment of the society. The
events that will be undertaken within the scope of the World Design Capital project
aim to affect and improve life not only in Mexico City but also in the whole country.

Impacts

Mexico City Diinya Tasarim Bagkenti programu ile, gelecege dair mega-sehirler-
in siirdiiriilebilir hale gelmesi iizerine tartigmalar bagladi. Iyi tasarim sonucunda
strdiirtilebilir gehirler yaratmak ve toplumu bu yonde diigitnmeye itmek bu programin
onde gelen fikirlerinden oldu.

Diinya Tasarim Bagkenti projesi dahilinde bilgi aligverisi saglanmasi ve yaratici
disiincenin herkese yayilabilmesi amaciyla aktiviteler, sergiler, paneller, yerlestirmeler
ve belgeseller hazirlaniyor ve tasarimin glindelik hayattaki ve toplumdaki etkisi tizerine
farkindalik yaratmak amaclaniyor.
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Oncelikle marka kiiltiirii ile baglamak istiyorum.

Marka kiiltiirii nedir sizce?

AN: Once belki “marka olmak”tan baglayarak iler-
leyebiliriz. Bunun i¢in farkl: bilesenler ve ¢abalardan
bahsetmemiz gerekiyor. Oncelikle marka, bulundugu
tilke kiiltiirii ve kosullarindan bagimsiz diisiinemeyece-
gimiz bir olgudur ve onu ydnetim, organizasyon, satis,
pazarlama, halkla iligkiler, reklam gibi stratejik yapilan-
malar ile yonetebiliriz. Biitiin bu planli organizasyonun
bir siire¢ i¢inde yiiriitiilmesiyle bir marka hayata geger.
Bir markanin bagarisi, bulundugu pazardaki dl¢iilebilir
sonuglarla ve zaman i¢inde biraktigi izle anlagilir. Bu za-
man bilinen bir isim olmak ile marka olmak arasindaki
farki bize gosterir. Bilinen bir isim saman alevi gibi kisa
stireli var olabilirken, bagarili bir markanin ge¢mis ve
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gelecekteki varlig1 ve bu varligi nasil yonettigi 6nemli-
dir. Bu, bir profesyonel ekip organizasyonu ve vizyon
ile alakali bir seydir. Bir markanin kendini dogru ifade
edebilecegi dogru bir kimliginin olmasi gerekir. Iyi ile-
tisim ve dogru tanitimi slirdiiriilebilir hale getirmek, o
markanin kendini dogru ifade etmek i¢in ydnetimden
calisanina ve iletisimcilerine degerlerinin farkindalig:
6nemlidir.

Aslinda biitiin bir girketin var olma bi¢imini bu tasa-
rim siirecine oturtabilecegimizi sdylityorsunuz.

AN: Markalagma siirecine oturtabiliriz. Markalarin
olusturdugu inanglar ve ¢agrisimlar biitiinii markanin
imajini olusturur. Burada markanin imaji ortaya ¢ikar,
bu ayr1 bir kavramdir. Markanin imaji, liriinii ya da
hizmeti temsil eden ve ona deger katan bir unsurdur.

Ozlem Yal

Ayrica, tiiketicinin kararlarini olusturan en 6nemli,
duygusal ya da siibjektif sebeplerdir. Bir de markanin
kisiligi vardir. Markanin kisiligi, yani o markanin ruhu,
tanitimla oldugu kadar tirtiniin nitelikleri ile de kurulur
ve bagimlilik iligkisi boyle de dogar. Markanin gérsel
ifadesinden {iriin tasarimina ilerleyen siire¢, markanin
var olus bi¢imini belirleyecek kadar 6nemlidir. Biitiin
bunlar o markanin isletme ve yoénetim kiiltiiriinden
bagimsiz diisiiniilmemelidir. Marka kiiltiirii sonugta
toplamda markalagma stratejilerinden olugsa da hedef
kitlesinin titketim aligkanliklar: ile de baglantilidir.

O zaman sizin séylediginizi s6yle 6zetleyebilir miyiz:
Bir markanin DN A’sinda tasarim varsa, tiikketicinin zih-
ninde bir farkindalik yaratir ve bdylece diger tiriinler
arasinda segilebilir olma 6zelligi artar.

OZLEM YALIM, FOTOGRAF PHOTO ELIF KAHVECI

“Marka ¢ok bagarili bir iiritn sunuyor olabilir, ¢ok basarili is birlikleri

kurmus olabilir ama sirketin kendi organizasyon semasinda bu kitlciir

yoksa, orada bir markalagmadan bahsedilemez.”

AN: Kesinlikle. Bunun yaninda, iyi yonetilmezse, iyi
tasarlanmig bir diriiniin 6mrii kisa olabilir. Oysa marka
icin bir 6miir bicemeyiz, marka iyi yonetildik¢e bliylime
potansiyeli tagir ama tasarim ¢ogu zaman bir émiirle sinir-
lidir. Bir tasarimin uzun 6miirlii olmasi, onun gelecekteki
basarisi, ikonik olmasi, retrolarinin ¢ikmasiyla élgiilebilir.
Buradan da iiriiniin de tasarimcinin da markalagmasin-
dan bahsedilebilir.

OY: Tasarimin kendisi de markalasabilir.

AN: Aslinda bugiin konusmamiz gereken seylerden biri
de bu. Tasarimcinin markalagmasinin hizmet verdigi mar-
kaya getirisi veya gotiiriisii.

Akliniza gelen en somut 6rnek ne olurdu?

AN: Mesela Braun. Braun iiriinleri bugiin tasarim ta-
rihine ge¢mistir. 1960’lardaki bu ekoliin babasi Dieter

Rams’in yarattig: liriin gami ve tasarim anlayist bugiin
Apple’in da 6niinii agmistir, Apple’in tasarim direktdrii
de bunu agiklikla belirtir. Braun’'un marka olarak ge¢mi-
sini ve bugiiniinii ele aldigimiz zaman ¢ok ilging sonuglar
cikarmak miimkiindiir.

OY: Markay: iyi tasarimla eslestirebiliyoruz. Braun'un
gecmisindeki bagarisi, bugiin hala onu iyi tasarimla 6z-
deslestirmemizi ve iiriinlerini sorgulamadan almamizi
sagliyor.

“Braun nedir?” diye soruldugunda hala insanlarin ak-
lina ‘iyi ve fonksiyonel tasarim’ gelir.

Marka kiiltiiriiile tasarim degerinin iliskisini, iirii-
niinislevselligi ve insanin iiriinden aldig1 deger olarak
diisiiniirsek, tasarim degeri ile marka arasinda nasil
bir iligki goriiyorsunuz?

AN: Marka ve tasarim meselesini birbirinden ayir-
makla birlikte tasarim yénetiminin, marka yénetiminden
bagimsiz diisiiniilmemesi gerekir. Marka kiiltiiriinii olus-
turan faktorlerden biri de tasarimcinin ya da tasarimin
arz seklidir.

Uriinlerin markanin imajina kattiklariyla birlikte her
sey, o liriiniin arkasindaki organizasyonda bitiyor. Markay1
organizasyonel bir yapida diisiiniirken kurumdan da bah-
sedebiliriz. Kurum ise daha i¢sel bir konu. Servisleri, teda-
rik giicii, insan kaynaklari, satig bagarisinin él¢iilebilmesi,
gerekli yatirimlarin yapilabilmesi, finansal yonetim gibi.
Buigsel organizasyonlarin iyi yonetilemedigi durumlarda
tasarimin katkisi yetmeyecektir. Bir bagka 6rnek olarak
tasarima yaptig1 yatirim anlaminda Olivetti geliyor ak-
lima. Olivetti, gectigimiz Venedik Mimarlik Bienali'nde
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sergilenen fabrika mimarisinden Scarpa’nin magaza ta-
sarimlarina Italyan tasariminin kiilt bir markasi olmay1
bagarmuis. Olivetti, Ettore Sottsass’in tiriinleriile tasarim-
la bityiimiis bir marka olarak bugiinden bakildiginda;
kurum, marka, tasarim perspektifinden ¢ikaracagimiz
dersler var.

Verdiginiz iki 6rnek de uluslararasi anlamda miis-
teriye kendini ispatlamig ve ¢ok uzun siiredir varlik
gosteren markalar. Buanlamda, Tiirkiye’nin tasarim
diinyasindaki yerini nasil gorityorsunuz? Bunlara
benzer 6rnekler verebileceginiz, Tiirkiye’den iirii-
niiyle akla gelen bir marka var mi1?

AN: Soze en bagta tilkenin marka katkisinin ve bir
tilkenin kendi markasinin ne kadar 6nemli oldugundan
bahsederek baglamigstik. Maalesef sansli bir cografyada
degiliz; Glimriik problemlerimiz var, Tiirkiye’nin tize-
rine yapismis bir takim imajlar, etiketler var. Tiirkiye
markasini bir gekilde yeniden tanimlayip anlatmak tize-
re bir caba i¢cinde ama bunun ne kadar istikrarli yonetil-
digine dair endigelerim var. Bugiin Ttiirkiye ihracatii¢in
tasarima ve iireticiye devlet tarafindan verilen iyi niyetli
destekler var. Ancak, Tirkiye’nin kendini diinyaya ta-
nitmasiyla ilgili, sadece goriintiiye dayali seylerle ugras-
t181 bir dénem de gegti. Belli bir tilke kimligi yaratilmaya
ve belli bir ¢at1 altinda bu stirdiiriilmeye caligild1. Yalniz
elimizdeki sahici giiciin ve degerlerin ne oldugu konu-
sunda, neredeyse oturup konugacak bir platformumuz
bile heniiz yok. Son yillarda bagarili markalar da ¢iktr.
Bunun Tiirkiye’nin sanayi gelenegi ve liretim potansi-
yelinin yiiksek olusuyla ilgisi oldugunu diisiinityorum.

OY: Ulke olarak markalagmanin yaninda sehir 6l-
cegine de inebiliriz. Ornegin Londra’nin nasil sehir
olarak markalagmis kimliginden bahsedilebiliyorsa,
Istanbul’un da bir marka olma durumu var. Bu kendi-
liginden olugan bir seydir. Istanbul’un kendi i¢inde alt
markalari da vardir. Ornegin Kapaligarsi veya iyi yemek,
mimari, tarihi 6zellikleri gibi. Bu 6zellikler tamamen
dogal gelismistir.

Buradan tekrar markaya dénersek, iyi bir markanin,
marka ile tasarim iligkisinin 6neminin alt1 ¢izilmeli-
dir. Markanin ne sdyledigi ve bu séylediginin ne kadar
tek, yalin ve giiclii oldugu ¢ok 6nemlidir. Bizim hem
Istanbul, hem tasarim hakkinda konugtugumuz nokta-
larda marka adina séylediklerimiz biraz fazlalagiyor. Ben
her zaman Tiirkiye’nin ve Istanbul’un sorununun tek bir
sey séyleyememek, bir bakima netlesememek oldugunu
disinmiigiimdiir.

Tiirkiye’de yurtdisina ihracat yapan belli bash
markalar var, siz de onlarla birlikte caligiyorsunuz.
Bu markalarin Tiirk tasarimci tercih etmek yerine
hala yabanci tasarimcilar: tercih ettigi goriilityor.
Sizce bu durum, marka kimliginin olusmasini ve
Tiirk tasarimcilarin taninmasini zorlagtirmiyor mu?

OY: Bu durumu yaratan sey bir kurumun Tiirk veya
yabanci bir tasarimci ile ¢alismasi degildir. Yine marka
tizerinden gidersek, her markanin kendi kiiltiirii vardir
ve o kiiltiir dogrultusunda Cinli veya Tiirk, herhangi
bir tasarimciyla ¢aligabilir. Benim gézlemledigim ka-
dariyla uzun yillardir bir yabanci sevdamiz var ¢iin-
kii herkes giiniin sonunda ticari siirecini en hasarsiz
ve profesyonel sekilde atlatmak istiyor. Bu tiir bir so-
runun 6nemli bir nedeni de Tiirkiye’deki tasarimci-
larin is siirecleri ve ortaya koyduklar: sonugtur. Eger
siz ayni biit¢eyi vererek yabanci bir tasarimcidan ¢ok
daha iyi bir sunum, hizmet ve sonug elde edebilecegi-
nizi garantiliyorsaniz, 6z kaynaklarinizi riske atmak
istemezsiniz, ¢linkil en kisa zamanda, en profesyonel
sekilde sonuca ulagmak istersiniz. Firmalarin bu deger-
lendirmede -eger salt iletisim katkis1 gézetmiyorlarsa-
milliyetleri degil; insanlar1 g6z 6niine bulundurdukla-
rin1 diigiiniiyorum.

Kaldi ki bugiin Tiirk tasarimcilar da artik global-
de birer oyuncu. Yabanci tasarimcilar kadar Tirk ta-
sarimcilar da yurt disinda tercih ediliyor ¢iinkii artik
Tiirkiye’den de bir siirii tasarimci yurtdigindaki fuarla-
ra, etkinliklere katki saglayabiliyor; iiriin ve hizmetlerini
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sosyal medyadan pazarlayabiliyor; 6zellikle de geng ta-
sarimcilar. Tirkiye’de tasarima sadece estetik goziiyle
bakildigs siirece markalarin tasarimi sahiplenmesi bence
daha zor ilerleyecek.

OY: Marka kiiltiirdiir, ister kent olsun ister sirket,
fark etmez. Marka kiiltiiriin kendisidir, kiiltiir de o
markay1 dogurur. Markanin iletigim becerileri ve ig
stiregleri bile o markanin basarili olmasi i¢cin 6nem-
li bir unsurdur. Marka ¢ok basarili bir iiriin sunuyor
olabilir, cok bagarili is birlikleri kurmus olabilir ama
sirketin kendi kiiltiriinde, kendi ¢alisanlarinda, kendi
ofis diizeninde, kendi organizasyon semasinda bu kiiltiir
yoksa, orada bir markalagmadan bahsedilemez.

Artik tasarimi sadece sekil olarak degil, bir yonetsel
stireg olarak ele aliyoruz. Sirket ¢alisanlarinin inovas-
yon goriisleri, organizasyon yapilari, sirketin ara yiizleri,
calisanlarin kullandig1 panellerin tasarimi da bu siirece
dahildir. Sirket kiiltiiriiniin i¢ine tasarim girdigi zaman
o marka bagarili olur.

Akin Bey, Burkhardt’1 satin aldiniz, Burkhardt
Leitner i¢in artik bir Tiirk markasi diyebilir miyiz?

AN: Altinda yaklagik 50 yillik bir birikim ile global
pazarda sektoriin 6nemli bir isminden s6z ediyoruz.
Benim de o markaya 20 yilin tizerinde isbirligim ve kat-
kilarim oldu. Markanin bugiine kadar bize 6grettikleri,
tasarim giiciimiize giivenmemiz, bize markayi gelecekte
var edebilme cesaretini verdi. Burkhardt Leitner tasa-
rima dayal1 bir markadir. Aldiklar: édiiller, gelistirdik-
leri modiiler-ge¢ici mekan sistemleri, cevreci duruslari,
iiriinlerin kisisellestirilebilmesi gibi konularda trend
yaratmigtir. Bu basarilara ragmen, sinirli bir pazarda
zaman i¢inde kurumsal bir yorgunluk sonucunda kar-
silagtiklar1 zorluklar daha sonra markayi bizim sahip-
lenmemizi gerektirdi. Burkhardt Leitner’in global bir
marka olarak kalmasina, iiretim ve tasarimin Tirkiye,
satisin ise Almanya merkezli varligini siirdiirmesine ka-
rar verdik. Bumarkanin Alman tasarim kiltiiriiicinde-
kiyeri 6nemli ve gordiigii bityiik bir saygi var. Bunu siir-
diirme ¢abasindayiz. Simdiden bazi lirtinlerimiz prestijli
odiiller aldi. Bu yil sonu Stuttgart Design Center’da bir
Burkhardt Leitner retrospektif sergisi yapacagiz.

OY: Markalarin gelismesindeki en 6nemli sey fi-
nansal destek. Ulkemizde ¢ogu firma, limitli medya
planlariyla ayakta durmaya calisiyor. Markasini sadece
bu medya planlar1 dogrultusunda verdigi reklamlar ve
belli biitgeler dahilinde ayakta tutmaya caligiyor. Diger
yandan marka, arkasinda ¢ok fazla etkinliklerle des-
teklenmesi gereken, insanlarla iletisim kurulacak bagka
ortamlarla siirekli beslenmesi gereken, stratejik olarak
uzun vadeli ele alinmasi gereken bir konu ve hepsine de
belli bir yatirim gerekiyor.

Bu sdylediklerinize paralel olarak bir sorum ola-
cak. Ufak bir kdyden aydinlatma tasarimi sirketi ¢1-
kabiliyorken Tiirkiye’den neden ¢ikamiyor?

AN: Ciinkii o kdyden ¢ikan markanin arkasinda belki
3 ya da 5 kusak var, gelenekleri bu sekilde. Ozellikle
Isvigre’de boyle kiigiik ama kiymetli bazi markalar tani-
yorum. Uretimlerinin biiyiik hacmi olmayan ama marka
olarak degeri olan ve biiyiime potansiyeli tagiyan bircok
marka var. Bunlarin bir ¢ogu aslinda aile iglerini devam
ettiriyorlar ve doniistiirityorlar. Bu markalarin ¢ogunun
aile isimlerini tagiyan isletmeler olmasi durumu daha
net agikliyor.

OY: Biz yenisini yaparken eskisini yikiyoruz.
O kiigiik kdylerden ¢ikan markalarin farki, o gelenegin
deger verilerek devam ettirilmesi, ona duyulan saygi ve
onem...

Geg¢misinle barigmadan, ge¢misinin degerini bilme-
den, mevcut degerlerini iyi kullanmadan, gelistirme-
den, iyi anlayamadan markalagmaktan bahsedilemez.
Sirketlerimiz i¢inde ayni sey gegerli. Bugiin pek ¢ok
kobi, biiyiiyerek marka olmaya calisiyor. Bunlardan
gercekten iyi olabilenleri hala magazasinda iretti-
gi ilk tirtinii sergiliyor. Bu markalagmak i¢in ¢ok ge-
rekli bir sey ve bence ge¢ de olsa bunun kiymetini
anlamaya bagliyoruz.
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I’d like to start with branding culture.

What is it to you?

AN: We may start by defining what it is to be a brand.
We need to speak about different components and efforts
for this. Firstly, a brand is a phenomenon we cannot consider
independently from the country’s culture and conditions, and
we can manage it with strategic structures just like manage-
ment, organization, sales, marketing, public relations, and
advertising. A brand is born with the execution of this planned
organization within a process. The success of a brand can be
understood with measurable outcome in the market and the
trace it leaves behind in a period of time. This period of time
determines the difference between being a recognized name
and being a brand. While a recognized name can exist short
term like a flash in the pan, what really matters for a success-
ful brand is its presence in the past and the future and how
it manages this presence. This is about a professional team
organization and a vision. A brand needs to have the right
identity to properly express itself. Establishing and sustaining
the right kind of communication and promotion is about the
awareness of brand’s values in the management, employees
and communicators’ minds.

You are actually saying that we can incorporate the
whole existential configuration of a company in this de-
sign process.

AN: We can fit it in the branding process. The sum of
believes and associations that a brand establishes make up
the image of the entire brand. Here comes the image of the
brand, which is a separate concept. The image of the brand isa
value-adding element that represents a product or a service. It
isalso the sum of the most important, emotional or subjective
reasons why a consumer takes a certain decision. There is also
the personality of a brand. The personality of a brand, hence its
soul, is built up with promotion as much as with the product’s
features and that is how the commitment is established. The
procedure that moves from the visual expression of a brand to
the product design is significant in determining the existential

configuration of a brand. All of this should not be thought
independently from the operational, and managerial culture
of that brand. Although the brand culture is ultimately the
sum of branding strategies, it is also associated with the con-
sumption habits of its target audience.

So can we sum up and say: If design is incorporated
in abrand’s DNA, it creates awareness in the consum-
er’s mind and this increases the product’s chance of
being selected from among the others.

AN: Absolutely. Besides that, the life of a well-designed
product can be short if not well managed. Yet we cannot puta
lifetime for a brand; the brand carries the potential to grow as
longas it is well managed but design is commonly limited to a
lifetime. For design to be longlasting it needs to be successful
in the future, to be iconic, it needs to have its retro products
come on the market. So here, we can talk about the branding
of a product and of a designer.

OY: Design itself can be branded.

AN: In fact, this is one of the things we need to talk about
today. The pros and cons of branding a designer to the brand
s/he provides service to.

What would be the most concrete example that comes
to your mind?

AN: Braun, for instance. Today, Braun products have put
their stamps on history. The product range and design per-
ception created by Dieter Rams, father of this school in the
1960’s, have today opened the doors for Apple. Apple’s design
director has openly made this statement. A brief glance at
Braun’s brand history makes way for drawing very interesting
conclusions.

OY: We can associate the brand with good design. Braun’s
success in the past makes it possible for us to associate it with
good design and to buy its products without questioning,
When asked, “What is Braun?” people would still reply “Good
and functional design”.

If we think of the relationship between brand culture
and design value, as the functionality of the product

Position of design
in brand culture

and process

“A brand might be presenting very

successful collaborations but if
this culture does not exist in the

company'’s organization chart, we
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cannot speak of branding there.”

and the value we get from the product, how would you
comment on the relationship between design value and
the brand?

AN: As much as we should separate brand from design, the
management of design should not be thought independently
from the management of brand. One of the factors that make
up the brand culture is the way the designer or the design is
demanded.

Along the value added by the product to the brand image,
everything is ultimately achieved by the organization behind
the product. Thinking about the brand in an organization-
al structure, we may talk about an institution as well. An
institution is a much more intrinsic issue. For instance the
services, supply power, human resources, the measurement
of sales success, the ability to invest, financial management.
In situations where these intrinsic organizations cannot be
managed, the contribution of design will not be sufficient.
Another example that crosses my mind is Olivetti. Olivetti
was successful in becoming one of Ttalian design’s cult brands
from the factory architecture exhibited in the past Venice
Architecture Biennale, to Scarpa’s store design. Looking from
today at Olivetti as a brand that grew in design with Ettore
Sottsass’ products, there are lessons to take from an institu-
tion, brand, and design perspective.

The two examples are both internationally recog-
nized brands that have existed in the market for along
period of time. In that sense, how do you see Turkey’s
position in the design world? Are there any similar
brands that you can give us as similar examples from
Turkey?

AN: We started by stating the significance of a country’s
contribution to a brand, and of a country’s own brand success.
Unfortunately we do not live in a lucky geography; we have
customs problems, certain tags that have stuck on Turkey’s
image. Turkey is in an effort to redefine and retell its brand, yet
I have doubts about how consistently this has been managed.
Today, there are good intentions on providing endorsements
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to designers and producers. Yet, the period when Turkey
was just promoting itself based on visuals has long passed.
They have tried to create a certain country identity, and
sustain this under a certain roof. Yet we unfortunately do
not even have a platform where we can speak about the only
true power and values that we actually own. Lately, we saw
successful brands rise. I believe this has to do with Turkey’s
industrial tradition and production potential.

OY: We can go one level down from branding as a coun-
try and discuss over the city scale. For instance, as we speak
of London’s branded identity as a city, Istanbul is a brand
in its own. This has built up on its own. Istanbul has its sub
brands. For example the Grand Bazaar, good food, archi-
tecture, history, etc. This has been totally organic. If we go
back to the brand; the relationship between the brand and
the design of a good brand should be underlined. What the
brand communicates and how simple, and powerful this
message is, are very important. We have a lot to say when it
comes to Istanbul and design. I have always thought that the
problem with Turkey and Istanbul is about not being able
to state one single thing, in a sense not being able to focus.

There are certain brands in Turkey that export

abroad, and you work with them. We see that these
brands prefer to work with foreign designers rather
thanlocal ones. Do you think this makes it harder for
the brand identity to develop or for Turkish designers
to get recognized?

OY: This is not the consequence of an institution work-
ing with a Turkish or a foreign designer. If we speak about
a brand, each one has its own culture and can work with a
Chinese or Turkish designer in alignment with its culture.
What I observe is that we have long had an admiration
for foreign designers because everyone basically wants to
get over the commercial procedure free of damage and in
a professional way. Another important reason for such a
problem is the way designers in Turkey work and their out-
come. If you guarantee that with the same budget, you can
get a much better presentation, service and outcome froma
foreign designer, you wouldn’t want to risk your resources,
because you would want to get to the result in the shortest
amount of time, and in the most professional way. I think
that companies take into consideration not nationalities;
but rather people in this evaluation —unless they require
pure communication contribution.
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Plus, Turkish designers are global players today. Turkish
designers are as much demanded as foreign designers abroad
because numerous designers from Turkey today contribute
to fair, and events abroad; market their products and ser-
vices via social media; especially young designers.

I believe that as long as we see design as pure aes-
thetics, it will be hard for brands to embrace design
in Turkey.

OY: Brand is culture, whether it be a city or a company.
The brand is the culture itself, and the culture gives birth to
that brand. The communication skills of a brand and the in-
ternal procedures are important elements for the success of
that brand. The brand might be presenting a very successful
product, it might have made successful collaborations but if
this culture does not exist in the company’s own culture, its
own employee’s minds, in the office set up, or organization
chart, we cannot speak of branding there.

We undertake design not just as a form, but rather a
managerial process. The thoughts on innovation of the
company’s employees, organizational structures, the inter-
faces, the design of the panels used by the employees, are
all included in this process. When design is incorporated
in the company’s culture, that brand will succeed.

Mr. Nalga, you bought out Burkhardt. Can we now
call it a Turkish brand?

AN: We are talking about a very important player in
the global market with over 50 years of experience. I have
had collaborations with and contributions to the brand
for over 20 years. Everything that the brand taught us un-
til today, our trust in its design force, gave us the courage
to sustain the brand in the future. Burkhardt Leitner is a
brand based on design. It has been a recognized brand with
the awards they received, the modular space systems, the
environmentalist attitude, and the customization of the
products. Despite the success, the challenges they faced as
aresult of corporate fatigue in time in a limited market, led
us to buy out the brand. We decided that Burkhardt Leitner
remain as a global brand, with production and design made
in Turkey while sales be based in Germany. The brand is very
well regarded and respected in the German design culture.
We aim to sustain this. Some of our products have already
received prestigious awards. At the end of this year, we will
be organizinga retrospective Burkhardt Leitner exhibition
at the Stuttgart Design Center.

OY: The most important thingin the development of the
brands is financial support. Most companies in our country
try to remain in the game with limited media plans. They
try to sustain their brands via the ads and within certain
budgets determined in these media plans. On the other
hand, a brand is a subject that needs to be supported with
numerous events, constantly nurtured with other medi-
ums that communicate with consumers, and strategically
considered in the long-run, and all of this requires a certain
investment.

I have a question in parallel to this. We see light-
ing design companies being born in small villages
abroad, why not in Turkey?

AN: Because there are at least three or four generations
behind that brand, that is the tradition. I especially know
certain small yet valuable brands like this in Switzerland.
There are many brands with small volumes yet great brand
value and potential for growth. Most of these actually con-
tinue their family businesses and transform them. The fact
that most of these brands carry the family names clearly
explains the situation.

OY: Whereas we demolish the old while building the
new. The difference with these brands born in those small
villages is the fact that they value and sustain the tradition,
respect and place emphasis on it. We cannot speak of brand-
ing without being in peace with you past, without knowing
the value of your past, without well taking advantage of your
current values, developing and well understanding them.
The same is valid for our companies. Most SMEs today try
to become a brand by growing. The good ones still showcase
their very first product in their stores. This is essential in
brandingand I think we are starting to understand its value
even if it is too late.
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Tasarimla etkin markalarin gorsel ve kiiltiirel bir alfabe olugturmasr iizerine
VitrA Tasarim Direktorit Erdem Akan ile bir araya geldik

ICONS projesi kapsaminda VitrA’nin ikoniklesmis
iiriinleriiizerine yaptiginiz kronolojik arastirma na-
s1l gidiyor? Son yilda proje 6zelinde nasil gelismeler
oldu?

ICONS projesi aslinda VitrA'nin 60 yila yaklagan {ire-
tim ve tasarim seriivenindeki mihenk taglarinin topar-
lanmasiydi. Bunlar: biz ti¢ grupta topladik; birinci grup
tasarim ikonlari, ikinci inovasyon ikonlari, ti¢iincii de
uzun siire piyasada kalmig ikonlar. Bu anlamda hem gor-
sel karakterleri ve sifatlariyla 6ne ¢ikmis tasarim {iriin-
leri, hem de 6zellikle hijyen konusunda yenilik saglayan,
Tiirkiye’ye ve diinyaya yeni kullanim alanlari katan ino-
vasyonlari, ya da 15-20 y1l satis hattinda kalan ve en iyi
satanlar arasinda olan iiriinlerin toplanmasiydi. Bu proje
¢ok degerli ¢iinkii VitrA gibi bityiik bir firmanin gelece-
gini bulmasi icin ge¢misteki kahramanlarina ve basari-
larina bakarak 6grenmesi gerekiyor. Ayrica miisteri ve
kullanici géziinden baktigimiz zaman “VitrA ge¢misten
giiniimiize ikonik tiriinler yaratan bir firma, dolayisiyla
bu yeni ¢ikarttiklar: iiriin de 6niimiizdeki yillarin ikonu
olabilir” diiglincesi yerlesiyor.

Sectigimiz ikonlar1 bir gérsel alfabe haline getirmistik,
tipk: Alessandro Mendini’nin gorsel alfabesi gibi ve bu

alfabeyi poster yapip cesitli yerlere koyduk; fabrikalara,
yemekhanelere, toplanti odalarina... Bu, orada ¢aligsan
herkesin gorsel hafizasinda yer etmeye bagladi, bu anlam-
da bir farkindalik yarattigimiza inaniyorum. Ozellikle
VitrA gibi modern markalarin en 6nemli tehditlerinden
bir tanesi modern olmak icin siirekli yeniligi aramaya
calismak, dolayisiyla bu siirekli “olmayani yapmaya ca-
lismak” oluyor.

Tiirkiye’deki bir¢ok marka yaptiklari isleri d6kii-
mante etme, hatirlama konusunda eksik kalabiliyor.
Aslinda geri doniip bakmak ve kendi gegmisinden 6g-
renmek adina ¢cok 6nemli noktalar kaciriliyor.

Bu bana gére modernist durusun bir dezavantaji.
Miizeler, arsivler, gegmise doniik arastirmalar ge¢ mo-
dernlesmis toplumlarda dikkat edilen seyler degil. Bence
Avrupa, bu anlamda daha dogru bir modernizm iginde.
Orada bir sehre gittiginiz zaman ilgili miizenin, ilgili
arsivin veya dokiimanin toplanmasi ve bunlarin bir ha-
fiza yaratmasi icin ¢ok ¢aba harcaniyor. Zaten yeni de bu
hafiza iizerinden inga ediliyor. Tiirkiye’nin bence temel
problemlerinden biri de hafiza ve iligkiler problemi.

Bu hafiza olusturulmadig: i¢in de her yeni gelen
tasarimci hali hazirda olan bir geyi yeniden kegfetmek

zorunda kaliyor.

Evet, siirekli bir sil bagtan durumu var. Egitim konsu-
na da deginmek isterim, ben yaklagik 10 yil kadar bazi
projeler i¢in okullara gidip geldim. Bence ¢ok degerli
6grencilerimiz ve hocalarimiz var, insan kalitesi konu-
sunda bir eksigimiz oldugunu diisiinmiiyorum. Ancak
ayrigan temel bir problem var o da disiplin ve bu bellek
meseleleri. Ornegin tasarim tarihi egitimi Misir’daki ilk
sandalyeden bagliyor Bauhaus’ta bitiyor. Ben 6grenciyi
hafizasi olmayan birine benzetiyorum, dolayisiyla biz
onlara anlatmaya baglarken ilk bagta etrafta gordiigiimiiz
nesneleri anlatmamiz gerekir. Hatta bunu anlatirken geg-
mis yila bir ders ayiriyorsaniz, ondan énceki 10 yila bir
ders, ondan 6nceki 100 yila bir ders ayirmak gerekir, yani
1-10-100 gibi, ¢iinkii giiniin sonunda benim ilgilendigim
sey o tarihin bana getirdigidir.

Yani aslinda giincel olarak nerede oldugumuzu
bilmiyoruz.

Evet, aslinda benim iligki kurdugum bugiin.
Tiirkiye’deki tasarimla ilgili yapilmis islerin arsivlen-
mesi zaten ¢ok kotii. Son 10-15 yilda gerceklestirilmis
sergiler ya da tasarim haftalarindaki etkinlikler bence ye-
terli bellek olugturamiyor. Neyi neden yapamadigimizi,

gecmiste neler yapildigi, nelerde basarisiz olundugu, 6r-
negin akademi ile sanayiis birliginin neden kurulamadig:
gibi seylerin belgeleniyor olmasi lazim ki her giin yeniden
sifirdan baglamayalim.

Yeni sezonda marka stratejileriniz ne yonde?

Marka kelimesi ¢cok enflasyona ugramis bir kelime,
Tirkiye’ye baktigimiz zaman marka nasil algilaniyor bi-
raz ondan bahsedip marka str atejisine gegmek daha dogru
olacak. Marka, iirtinlere damga vurmak, paketlemek gibi
algilaniyor. Ben markay1 bir “ruh verme” gibi gérityorum.
VitrA’nin benden 6nce var olan bir ruhu vardi, ICONS da
bunu anlamak tizerine olan bir tasarim aragtirmasi. Onun
ruhunu anladiktan sonra bu ruhun etrafindaki gereksiz
birikmeleri temizlemek bir marka stratejisidir. Yani mar-
kanin tarifine uymayan, ahengi bozan seyleri ayikliyoruz.

Yani yeni fikirleri marka kimligine uyumlu hale
getirmek.

Aynen 6yle. Clinkii trendler aslinda biitiin markalar i¢in
trend. Diinya degisiyor, sosyolojik olarak aligkanliklarimiz
degisiyor, aile yapilari degisiyor, bildigimiz biitiin bilgiler
erimeye basliyor ve bagka seylere tutunmaya bagliyoruz.
Bununla birlikte formlar da degisiyor. “Bunu VitrA olarak
nasilyapari1z?” sorusu 6nemli. Burada 6nemli olan ey degi-
sen baglamlar icerisinde hem o baglama uyabilmek, esnek
ve degisken olabilmek, hem de kendi ruhunu ve sunmak
istedigin yagam tarzini koruyabilmek.

Ornegin ICONS’a girmis ve eskiden ¢ok satmis ola-
rak buldugunuz 50 yillik bir tuvaleti bugiine uyarlaya-
rak tasarladiginiz ve iirettiginiz oldu mu?

Bunun lizerine ¢alisiyoruz ama ¢ok hizli olmayacak. Bir
kere o biling ve farkindalik geldi. Ornegin gecen seneki
Milano Tasarim Haftasr'nda yaptigimiz ve bir tasarim
aragtirmasinin ¢iktist olarak sundugumuz, bagka kimse
bunu konugmuyorken “Neden bah¢ede dus almayalim?”
sorusunu sorabilmek. Mario Trimarchi’den gelen bu soru
Italya ve Tiirkiye gibi Akdeniz iilkelerinde imkansiz bir
sey degildir. Giiniin sonunda rakipte béyle bir soru s6z
konusu olmasa da bunu sorabilmek tasarimsal diigiinceyle
cikabilecek bir sey. Hem yeni fikirleri, hem rekabet sonucu
cikan fikirleri VitrA olarak degerlendirmek ¢ok énemli.
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kentinde diizenlenen diinyanin en biiyiik seramik fu-
arlarindan olan Cersaie’ye katildiniz. Fuara hazirlik
siirecini anlatabilir misiniz?

Cersai’de biz dort senedir VitrA’nin karo seramikle-
rindeki yeniliklerini gésteriyoruz. Orast diinyanin bu
anlamdaki en 6nemli fuari. Bizim oradaki stratejimiz,
VitrA Pro’nun da mottosu olan “Mimarlik i¢in entegre
¢oziimler sunmak”. Mimar dogru, iyi, zamansiz malzeme
ister, zamansizlikla kastim hem gelip gegici trendlere ait
olmamasi hem de kullanim sirasinda temizlenir ve daya-
nikli olmasi, i¢-dis kosullara dayanmas: gibi 6zelliklerde
malzemeler ister. Biz de bunlara cevap verecek, porselen
biinyeli iiriinlerimizi sergiledik. Son iki yildan beri VitrA
Pro’nun ¢ok daha sistematik ve kendi igerisinde tamam-
lanmus, entegre bir kurgu oldugunun gézlemliyorum. Bu
sene de hem mevcut sistemi anlatan bir sunum yaptik, hem
de yeniliklerimizi gésterdik.

Nigantasr’nda yenilenen showroom’da ne gibi yeni-
likler var?

Bizim bu seneki en 6nemli déniigiimlerimizden bir tane-
si Nisantasrndaki magazanin doniigiimii. Nisantasrndaki
magazaya biz amiral gemisi diyoruz, sebebi de yaklasik
20 yildir burada olmamiz ve Abdi Ipekgi ile Vali Konagi
Caddelerinin kesisiminde, Istanbul ve Nisantasrnin 6nem-
li noktalarindan birinde olmasi. O anlamda buradaki ma-
gaza ikonik bir deger tasiyor. Fakat zaman igerisinde bu
magazada organik gelismeler ve eklemlenmeler olugsmus.
Yani firma degistikce yenileniyor, fakat satis gosterim sekli
bu hiza yetisemiyor ve degisiklikleri gostermek i¢inse sii-
rekli olarak iist liste eklemeler yapiliyor. Tabii bu organik
biiyiime zamanla bir miktar pazar goriintiisii yaratiyor. Bu
stiregte sadece VitrA'nin iirtinleri degil, felsefesi de degisti;
sadece iiriin satan bir markadan yagam tarzi sunan bi mar-
kaya déntistiik. Dolayisiyla katlari da, sergilemeyi de bunu
yansitan sekilde yapmak i¢in biitiin magazay1 yenileme ka-
rar1aldik. VitrA tarihinde ilk defa bir kata girdiginizde stil
anlaminda biitiin bir kat kendi i¢erisinde tutarli. Giriste
bulunan biiyitk masada, her katin konseptiyle ilgili 700d-
boardlarini gosterdik. Magazanin tasariminda VitrA’nin
mimar ve tasarimcilari olarak tamamen bagindaydik, ama
disardan bi gozle de ¢aligmak istedik bu nedenle moda
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magazaciligi konusunda 6nemli deneyimleri olan Italyan
mimar Paolo Giachi ile ¢alistik.

Kendi kiiltiiriinden ve hikayelerden beslenen bir ta-
sarimci oldugunuzu biliyoruz, tasarim arastirmalarina
olan ilginizin buradan geldigini s6yleyebilir miyiz?

Soyleyebiliriz. Fikir kazanmak i¢in okumalar yapryo-
rum, tasarimcilardan ¢ok, bir grup felsefe ve diisliniir in-
sandan besleniyorum. Form olarak da heykeltiraglar beni
daha ¢ok cezbediyor. Etkilendiklerim, Donald Judd, Carl
Andre, Dan Flavin, Sol Lewitt gibi 60’larin Amerikan mi-
nimalist sanatg¢ilarin form dilleri; Jean Baudrillard, Gilles
Deleuze; Roland Barthes gibi Fransz postmodern diigiiniir-
lerin kuramlari ve Andrea Branzi, Kenya Hara gibi ¢cok
yo6nlii ustalarin tasarim yaklagimlari.

Kisisel olarak yaptigim tasarimlarda kendi takintilarim
devreye giriyor, VitrA’ya bunlari hi¢ bir zaman yansitmi-
yorum ¢iinkii onun kendi ihtiyaglari var. Burada miitkem-
meliyetciligim ve zor begenmem devreye giriyor.

Kiiltiir meselesiyle ilgili kendi takintilarim ve etrafimda
beni besleyen gorsel seyler var. Son yillarda Tirkiye’nin
negatif yondeki modernlesmesiyle tabii ki her sey global-
lesmeye basliyor ve yok oluyor. “-mis” gibi seyler artmaya
basliyor, ama yine de Istanbul’da hala otantik nesne ve
atmosferler var ve bunlar beni besliyor.

Son birkag yildir tasarimcinin rollerinin degistigini
gozlemleyebiliyoruz. Tasarimciayni zamanda pazarla-
ma, iletigim ve diger medya araglarina da hakim.

Bence bugiin tasarimci etrafindaki her seyle ugrasmali-
dir. Bugiin tiim bu disiplinler arasindaki sinirlar ¢ok sef-
faflasti, dolayisiyla bir tasarimdan bahsediyorsak, bunun
pazarlama, iletigim ayaklari ve stratejileri nasil olmali diye
disiinmiiyorsaniz eksik yapmigsinizdir. Bu “Tek bagima
her seyi yapacagim” demek degil, ama benim korumam
gereken bi ¢ekirdek olmasi lazim (tasarim) etrafinda da
bi meyve (pazarlama ve iletigim fikirleri) olmasi lazim.
Mutlaka kendimizi tasarimci olarak sadece son kullanici-
nin yerine degil, ayn1 zamanda pazarlamaci ve iletigimci-
nin de yerine koyup, “Bu ¢izdigim iiriin nasil anlatilacak?”,
“Anlatirken neler kullanilacak?”, “Ben bunu daha iyi nasil
detaylandiririm?”in diisiiniilmesi lazim.
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How is the chronological research about VitrA’s
iconic products within the scope of ICONS project
going? How has the project evolved over the last year?

The ICONS project was actually a composition of the
milestones of VitrA’s 60-year-old production and design
journey. We gathered all these in three groups; the first
group was design icons, the second innovation icons, and
the third, icons that remained on the market for along time.
In this sense, it was a collection of both design products
with their visual characteristics and designations, as well as
innovations that create new areas of usage for Turkey and
the world, or products that are among the best sellers in the
sales line for the past 15-20 years. This project is invaluable
because a big company like VitrA needs to learn by looking
at its past heroes and achievements in order to find its fu-
ture. In addition, looking from the customer’s and the user’s
point of view, the idea that “VitrA is a company that creates
daily iconic products from the past to the present, so a new
product might become an icon in the following years” settles
down. The icons we selected were transformed into a visual
alphabet, just like Alessandro Mendini’s, and we made this
alphabet a poster and put it in various places; the factories,
the dining halls, the meeting rooms... It started to hold a
place in the visual memory of everyone who works there, and
I believe that we have raised awareness in this sense. One of
the most important threats for modern brands, like VitrA,
is to constantly seek innovation in order to remain modern;
so this becomes “trying to do the impossible”.

Many brands in Turkey can remain inadequate in
documenting and remembering their works. In fact,
they are missing the main points in the name of look-
ing back and learning from their own past.

In my opinion, this is a disadvantage of beinga modernist.
Museums, archives, retrospective surveys couldn’t gain im-
portance in the late modern societies. I think Europe follows
modernism more properly in this respect. When you visit
a European city, you can see that there is a lot of effort to
collect the relevant museum, archive or document and to
create a memory of them. Moreover, the new is built on this
memory. I think one of the main problems in Turkey is the
problem of memory and relations.

Since this memory is not built, every new designer
has to rediscover something that’s already there.

Yes, we constantly start over. I would also like to mention
education here; I have visited schools for projects for about
10 years. We have very valuable students and academicians.
I do not think that we are insufficient in terms of human
quality. However, there is a basic problem that is divergent
and it is discipline and the issue of memory. For example, the
study of design history starts from the first chair in Egypt
and ends in Bauhaus. I think of the student as a person with
no memory, so when we begin to teach them, we must first
talk about the objects we see around. As a matter of fact, if
you spare one course to the past year, you have to spare one
course to the past decade, and one course one to the 100
years before that. It is like 1-10-100. Because at the end of the
day, all I care about is what that history has brought to me.

So we do not really know where we are today.

Yes, I am mostly in contact with today. Archiving of de-
sign related works in Turkey is already in a very bad shape.
I would say that events in the past 10-15 years, or events in
design weeks, could not build up enough memory. We have
to document what and why we can not do, what we have

done in the past, what we have failed in, why academic -
industrial collaborations could not be established, so that
we do not start from scratch every day.

How is your brand strategy in the new season?

Brand is a misrepresented word. It would be better to
understand how the brand concept is perceived in Turkey,
and then talk about a brand strategy. The brand is per-
ceived as stamping or packaging products. I see branding
as “endowing with a soul”. VitrA had a soul before me, and
ICONS is a design research based on understanding this.
After understanding its soul, it is a brand strategy to clean
up unnecessary accumulations around this soul. So we sort
out the things that do not fit the brand’s description and
distract its harmony.

That is to make new ideas compatible with the
brand’s identity.

Exactly. Because trends are trends for all brands. The
world, our sociological habits and family structures are
changing, all the information we know starts to fade away
and we start to hold onto other things. Forms are also trans-
forming. The question of “How can we do thisas VitrA?” is
important. What is important here is to be able to adapt to
the context, to be flexible and adaptable within the chang-
ing contexts, and to be able to preserve your own soul and
lifestyle that you want to present.

For example, have you designed and produced a
50-year-old toilet that was part of ICONS by adapt-
ing it to today’s needs?

We're working on it, but it won’t be too fast. We are
aware of this need. For example, we asked this question
“Why don’t we take shower in the garden?”, which we did
in Milan Design Week last year and presented as the output
of a design research. This question from Mario Trimarchi
is not impossible in Mediterranean countries such as Italy
and Turkey. Maybe such a question is not the topic of your
competitor at the end of the day, but it is something that
can only arise from a design idea. As VitrA, we find it very
important to consider both new ideas and ideas that come
out of competitions.

You attended Cersaie, one of the largest ceramic
fairs in the world, which was held between September
25th and September 29th in Bologna, Italy. Could
you tell us about the preparation process?

In Cersaie, we have been exhibiting the innovations in
VitrA ceramic tiles for 4 years. It is the world’s most im-
portant fair in that sense. There, our strategy is the motto
of Vitra Pro as well: “To provide integrated solutions for
architecture”. Architects ask for right, good and timeless
materials; what I mean by timeless is ‘not belonging to tem-
porary trends’, to remain clean during use, to be durable
and resistant to internal and external conditions. So, we
exhibited our porcelain products, which respond to those
requests. Since the last 2 years, I have been observing that
VitrA Pro has a much more systematic, self-contained and
integrated concept. We made a presentation about the cur-
rent system and showed our innovations this year.

What innovations do you have in the renovated
showroom in Nisantas1?

The Nisantagi store is one of our most important trans-
formations this year. We call it “flagship” because we have
been here for the past 20 years, at the intersection of Abdi
Ipckgi and Vali Konagi, one of the most important points of
Istanbul and Nisantagu. In this sense, the store has an iconic

We came together with Erdem
Akan, Design Director of
VitrA and talked about design

driven brands creating a visual
and cultural alphabet

value. But over time, organic developments and additions
have been made here. The company has been renovated as it
went through changed, but sales displays could not catch up
with this pace and we continually had to make additions in
order to reflect the changes. This organic growth is creating
akind of market image over time. In this process, not only
VitrA’s products, but also its philosophy changed; we turned
into a brand that offers lifestyle, from a brand that only
sells products. So we decided to renovate the whole store to
reflect this idea. For the first time in VitrA’s history, when
you enter, the whole store is consistent within itself in the
sense of style. On the big table at the entrance, we show the
moodboards of each floor’s concept. As VitrAs architects
and designers, we were in charge of interior design, but we
wanted to work with an outsider’s view, so we worked with
the Italian architect Paolo Giachi, who has considerable
experience in fashion retail.

We know you are a designer feeding from your own
culture and stories, can we say that your interest in
design research originates from there?

Yes, we can. I read to get new ideas, I am inspired by a
group of philosophers and thinkers rather than designers.
Sculptors attract me more. My inspirations are the form
languages of American minimalist artists of the 60’s, such
as Donald Judd, Carl Andre, Dan Flavin, and Sol Lewitt;
theories of French postmodern thinkers such as Jean
Baudprillard, Gilles Deleuze, Roland Barthes and the de-
sign approaches of versatile masters such as Andrea Branzi
and Kenya Hara.

In my personal design works, my own obsessions come
into play; I never reflect them to VitrA because VitrA hasits
own needs. Here, my perfectionism and selectiveness come
into play. About the cultural issue, I have my own obsessions
and visual things that nurture me. In the last years, with
the modernization of Turkey in a negative way, everything
has started to globalize and disappear. “Forged” things are
starting to increase, but still there are authentic objects and
atmospheres in Istanbul and they inspire me.

For the last few years, we can observe that the de-
signer’s roles have changed. The designer also dom-
inates marketing-communication and other media
tools.

I think, today, designers should deal with everything
around them. Today, the boundaries between all these
disciplines are very transparent. So if you're talking about
adesign and you do not think about how marketing, com-
munication and strategies should be, it means you miss
something. This is not saying, “I will do everything on my
own.” But there must be a core that I need to protect (de-
sign), and a fruit around it (marketing and communication
ideas). As designers, it is absolutely necessary for us to put
ourselves not only in the end-user’s shoes, but also in the
marketer’s and communicator’s. And we should consider
answers to the following questions: “How will this product
be described? What will be used to describe?” and “How

can I elaborate on this in a better way?”
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Turkiye'de tasarim kiiltiiriiniin aktarilmasi ve
tasarim farkindaligi yaratilmasi anlaminda
neler yaptik, yapiyoruz? Bu dogrultuda miize-
koleksiyon-kurum tarafinda gerceklestirilen;
arsivleme, sergileme ve diger ¢alismalari konus-
mak ve konuyla ilgili 6ngoriilerde bulunabil-
mek adina Alpay Er moderatoriiliigiinde, Aren
Emre Kurtgézii, Burcak Madran ve Meri¢ Oner
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MERIC ONER, FOTOGRAF PHOTO EBRU DEMIR

Endiistriyel tasarim ve ona akraba diger disip-
linler olan grafik, ambalaj tasarimi gibi alanlarin
Tiirkiye’de bir “tutunamama” problemi var. Bu belli
Olciilerde Batr’da da s6z konusu. Tiirkiye’ye bakar-
sak, bu meseleyi modernlesme ve sanayilesme tari-
himizle iligkilendirmek gerekir.

BM: Bir miize bilimci ve miize tasarimcisi olarak
sunu diyebilirim ki; her alanda oldugu gibi, ge¢misin
belleginin korunuyor olmasi ve onun gelecek nesillere
aktarilabilmesi i¢in miizeler hala en saygin, en gegerli
ve en islevsel kurumlar. Tabii miize derken her tiirlii ar-
sivi, 6zellesmis kiitiiphaneyi, sergi alanini ve belirli bir
konudaki bellegin kamusallagsmasindaki belirli araglar:
icine aliyorum.

AEK: Maddi Kiiltiir disiplini, ilk dénemlerinde sos-
yal bilimciler kadar tasarimcilarin da katkisi ile gelisti
ve bagindan beri, tasarim alaninda tiretilmis akademik

¢aligmalarla temas i¢inde oldu. Bunun en 6nemli sebebi,
tasarimcilarin, ortodoks sosyal bilimlerin “sey”lesme ve
fetislestirme elestirilerini hig tistlerine alinmadan {iriin
ve nesnelerin sosyal hayat1 hakkinda yakin gézleme da-
yali derinlemesine sézler soyleyebilmeleriydi. Nesne
tizerine siyasi ve disipliner dogruculugun kisitlamala-
rina aldirmadan rahat rahat konuganlarin en baginda
tasarimcilar geliyor. Ben hem bir tasarimci olarak, hem
de akademik olarak sosyal ve beseri bilimlere ilgi duy-
dugumdan, maddi kiiltiir ¢alismalar: ile epeydir hagir
nesirim. Daha spesifik ve kisisel olarak, Tiirkiye mo-
dernlesmesinin maddi unsurlar: diyebilecegimiz ¢esitli
tirlinleri toplayip biriktirmeye ¢aligtyorum. Bunlar kum-
baralardan teneke ¢iklet kutularina kadar genis bir yel-
pazeyi kapsiyor.

Bellek, tarih, kiiltiir... Neden bdyle bir derdi-
miz var? Ni¢in bunu mesele ediyoruz? Tasarimin

ile bir araya geldik

“tutundugu” noktalar nedir, veya tasarim ni¢in “tu-
tunmak” zorunda, bunu mesele eden kimler?

Bir meslegin kendisini kurumsallastirma siirecinde
bellek, tarih ve kimlik ¢cok 6nemli unsurlardir. Aren’in
yaptig1 koleksiyonlar gibi, endiistriyel tasarimdaki ilk
jenerasyon hocalarimizin hemen hemen hepsinin kendi
koleksiyonu vardir. Bunlar ¢ok sistematik toplamalar
degildir. Tasarim miizesi de aslinda meslegin, disiplinin
kalicilagmasi, bir nevi “6liimsiizlesmesi” i¢indir. Insanlar
yaptiklarinin kalmasini ve sonraki nesillere aktarilma-
sin1 ister, bu ¢ok insani bir arzu.

AEK: Bir tasarim bellegi olusturulmasini 6nemli ki-
lan bir diger boyut da ulusal modernlesme maceramiz.
Batiy1izleyerek modernlesmeye ¢alisan biitiin toplumlar
modernlesmenin nabzini tutmak, modernlesme siireg-
lerini belgelemek i¢in somut seylere ihtiya¢ duyarlar.
Mimari bence bu konuda olduk¢a 6nemli, zira mimari

yapilar, iilkenin modernlesme tarihinin birer belgesi gi-
bidir, pek ¢ok anlatida yer alir ya da anlatinin kurucu
Ogesidir. Sanayilesmis bir toplumda, tasarim {iriinleri
de benzer bir islev ve 6neme sahiptir.

MO: Modernlesmeyi konu edinmek zorunda oldu-
gumuzdan emin degilim. Tam sizin dediginiz konuya
mimarlik tizerinden bakinca Tirkiye’de bir ¢esit moder-
nlesmeyi okuyabiliyoruz. Ancak mimarlik ad: altinda
ele alinan bulgularin her zaman ayricalikli yapilar oldu-
gunu unutmamak gerekiyor. Tarihsel yaklagimin béyle
bir sikintist var. Tasarim tizerinden konustugumuzda
bir tarafta nesne, bir tarafta maddi kiiltiir var. Nesne
tizerinden bir sey konusmaya ¢alismakla maddi kiiltiir
icerisindeki yeri ya da olusturdugu kiiltiir tizerinden
konugmanin farki var. Bizim bildigimiz ve iyi is diye
diisiindiigiimiiz, belirli temelleri olan bir isin tizerinden
mi gidilmelidir yoksa “kartpostal koleksiyonuyla” da bir

BURCAK MADRAN, FOTOGRAF PHOTO EBRU DEMIR



unlimited 56

“Turkiye'de tasarim tarihi parca parga yaziliyor, gec-

misten gelen gelencksel bir organt yok. Bugiin erise-

bildigimiz ve erisemedigimiz kaynaklarin tamaminin

kaydedilmesi gerekiyor.” Meri¢ Oner

seylere bakilabilir mi? Eskiden olanin bilgisine bakmak,
kendisine bakmaktan daha degerli.

Konuyu arsive getirmek gerekirse, arsivin de bu tarafi
daha degerli aslinda. Nesnenin kendisi iizerinden edin-
digimiz bilginin disinda, onun iiretilme siireci, o déne-
min ekonomik ortamina dair bilgi konuyu daha genis
ac¢maya firsat tanir. Tiirkiye’de tasarim tarihi parca par-
ca yaziliyor, gegcmisten gelen geleneksel bir organi yok.
Bugiin erigebildigimiz ve erisemedigimiz kaynaklarin
tamaminin kaydedilmesi gerekiyor. Uretimin geneli ve
endiistriyel olan da bunun i¢ine giriyor. Mimarlikta da
ayni sekilde, ¢ok tekil ve 6zel oldugunu ya da igerisine
¢ok daha katmanli bilgi girdigini diigiindiigiimiiz sey-
lerin diginda neler oluyordu diye bakmamiz gerekiyor,
ciinkii bugiinkii tarihe bakis acimizin da, daha 6nce bu
tarihleri yazmisg olan kiiltiirlerden alinma bir tarafi var.
Onu kiracak noktalar1 kesfetmek gerekli ve belki tasari-
my, o kiiltiiriin genis anlaminda kullanmaktan faydalan-
mak lazim. Kapsamini disiplinden bagimsiz tarifleyen
bir arsivde, nesneden ¢ok nesne ile ilgili yazigmalarin,
iretim macerasinin, déneme dair kisisel notlarin, fotog-
raflarin kaydedilmesi gerekir. Aralarindaki iligkilerle,
asil hangi bilginin biriktirilmesi gerektigi tartigilmasi
gereken bir konu.

BM: Bence burada Meri¢’in sdyledigi sey 6nemli, sa-
dece tasarim anlaminda degil, ben her zaman birgok
seyin biriktirilmesi gerektigini savunurum. Koleksiyon
alaninda da ¢alistigim igin, bence bir koleksiyon kurum-
sallagirken, bu kurumsallagma esnasinda bir kiiratoryal
dokunus gelir. Bu konuyu bilen, deneyim sahibi olan,
calismig insanlar onu bir anlamda kategorize ve klasifiye
eder. Bu kararlar benim séyledigim kiiratoryal dokunus-
tur. Bu arsiv yaratirken de gereklidir. Dolayisiyla bu isin
objektif olmasina imkan yoktur.

Sanayilesme derdi olan bir iktidar dénemindeyiz,
yerli araba, yerli ucak vesaire yine giindemde, bun-
lar olmayacak seyler degil aslinda. Her d6nem kendi
mesruiyetini kalici kilmak i¢in de sergiyi, miizeyi,
tarihikullanir. Her d6nem kendi sanli tarihini yaz-
mak ister.

80’lerin sonunda endiistriyel tasarimci olarak me-
zun oldum, o zamanlar suna inaniyordum; bu iilkede
endiistriyel tasarim miimkiin degil, ¢iinkii buras: tek-
nolojik ve iktisadi anlamda “bagimli” bir iilke. Kiiresel
is boliimii igerisinde biz sadece yurt diginda tasarlanan
yeni iiriinlerin montajini yapar, satin alir ve kullani-
riz. Bizim i¢in bunun 6tesinde bir alternatif yok diye
diisiiniirken, doktora ¢aligmam sirasinda Uzak Dogu
Asya’da “yerli” endiistriyel tasarim becerilerinin nasil
evrilerek gelisebildigini gordiim. 10 yil sonra, 1998’de
ETMK olarak Nesnel isimli bir yayin ¢ikardik, a¢ilis
yazimiz Tiirkiye’de endiistriyel tasarimin kronolojisiydi.
Belki primitif bir sekilde ama endiistriyel tasarim tarihi
yazimina, bellek kurgusuna yonelik ilk adimlardan bir
tanesiydi bu kronoloji.

Tasarima yonelik sergileme, miizecilik vesaire gibi
konularda ilk adimi Garanti Galeri ile Garanti Bankasi
atmugstir diyebiliriz. Garanti Galeri’nin danigma kuru-
lundaydim ve gergekten ilging bir deneyimdi ama ne
yazik ki siirdiiriilemedi. Doniip baktigimda, belki fi-
nans yerine bir sanayi grubunun arkasinda durdugu bir
inisiyatif olsayd1 Garanti Galeri, tasarim adina kendi
basina, 6zerk bir sergileme-arsivleme imkani olarak de-
vamliligi miimkiin olabilirdi.

Bence, Tirkiye’de tasarim denen iktisadi, kulti-
rel deger yaratma siireci heniiz tamamina ermedigi,
yani tasarim iktisadi anlamda tam olarak islevsellik

kazanamadig i¢in, bir tasarim kimligi ve bunun ge-
rektirdigi kiiltiirel bellegin yaslanacagi bir tasarim argivi
ve miize olugturma ihtiyaci da heniiz dogmada.

MO: Garanti Galeri'nin ¢ok net bir misyonu vardi,
Salt’a gectiginde o misyon bilingli olarak devam ettiril-
medi; doniisiime ugradi. Az énce Burgak’in sdyledigi
seyle baglantili olarak, arsivlemede filtrelerden kurtul-
mak miimkiin degil, ama arsivin kendisini kurmak ve
tasarimin nesnesini gostermekten mesafe almak bilingli
bir tercihti. Su anda saltresearch.org adresinde ulagi-
labilir olan 1 milyon 800 bin belge var. Cesitli disip-
linlerin bilgisinin ortak durdugu, bu cografyaya ait bir
birikim o. Pazar fisini bile atmayacak sekilde ¢alisiyo-
ruz. Arsivdeki filtreler miimkiin oldugu kadar nesnel,
yani bir seyin bulunmasina aracilik edecek kelimeler
diizeyinde. Oznel filtreler gelistirmek ise herkesin kendi
inisiyatifinde. Zaten miize olmak ya da olmamak bu
yonde ¢ok kritik bir ayrim.

Garanti Galerinin déniisiim meselesi de kendi i¢in-
den ¢ikan bu yonde bir karardi. SALT Arastirma, argivin
bilgisinin akademide, kiiltiir kurumunda veya spesifik
olarak entelektiiel iretimin i¢inde olmayanlarin da yo-
rumlayabilecegi hale gelmesi fikri iizerine kuruldu.

Garanti Galeri deneyimi disinda, erken dénem
modern mobilya tarihimize yénelik DATUMM orne-
gi de ilgingtir, izmir Ekonomi Universitesi’nin pro-
jesi. Tiirkiye’de tasarim belleginin olusturulmasi ve

“Tasarim yaparken yaptigim seyi daha ileriye,

daha farkliya ve daha geliskin bir formata

gotiirmek icin daha 6nce ne yapildigina

bakmaya ihtiya¢ duyuyorum.” Burgak Madran

“Bir meslegin kendisini
kurumsallastirma siirecinde

bellek, tarih ve kimlik cok

onemli unsurlardir.” Alpay Er

tasarimin sergilenmesi babinda DATUMM, ETSM ve
Garanti Galeri belli bagli girisimler olarak sayilabilir.
Belki Rahmi Kog Sanayi Miizesi de bunlara eklenebilir.
Ayrica Endiistriyel Tasarimcilar Meslek Kurulusu’nun
1994’ten bu yana yaptig1 bir takim sergiler ve Design
Turkey olarak 2 y1lda bir yapilan bir takim seckiler var.
Bir de tasarim bienalimiz var, tasarim bienali de bir
sergileme ortamisagliyor. Yani elimizde bir seyler var,
dokiimantasyon anlaminda sifir noktasinda degiliz.
Evet, kalic1 bir sergimiz yok, tasarim miizesi ise hala
bir fikir, bir proje!

AEK: Alpay’in dediginde altini ¢izmek gereken bir
konu daha var; evet “sifir noktasinda” degiliz, ama hi¢bir
zaman da “100 noktasinda” olamayiz, ¢linkii bu konu-
nun dogasindan gelen bir sey. Endiistrinin kitlesel olarak
tiretip tiiketime sundugu nesnelerin bir kismi zaten yok
oluyor, bir kismi zaten dayaniksiz oldugu i¢in yok oluyor,
bir kism1 maddi kosullar nedeniyle yok oluyor, bir sakiz
kagid1 ¢ope atiliyor, bir pet sise geri doniisiime gidiyor -
yani materyal olarak yok oluyor. Bir kisim ise o ddnemde
koleksiyonu yapilmaya, biriktirmeye, kdseye koyulmaya
deger goriilmedigi i¢in yok oluyor. Biriktirme siireci hep
geriye dogru isleyen bir seydir. Koleksiyona baslayan kisi,
biriktirecegi nesneyi bugiinden geriye dogru ¢alisan bir
deger siizgeci igerisinden gegirir.

BM: Bence Tiirkiye’deki en temel problem ne toplaya-
cagimizi bilmememiz. Ortada toplu bir koleksiyon yok.
Endiistriyel Tasarim Sanal Miizesini olugtururken asla
adina tasarim miizesi demedik, ¢linkii tasarim miizesi
demeye basladiginiz anda mimari de, i¢ mimari de, gra-
fik de, dijital isler de i¢ine girerdi. Bunu spesifik kilmak
icin bu ismi koyduk. Bu nedenle de endiistriyel tasarim-
cilar1 bir araya getirdik. ETSM’nin temel amaci ge¢mis-
ten giiniimiize Tirkiye’de endiistriyel tasarim alaninda
tiretilmis bilginin diizenli ve 6rgiitlii halde, acik erigime
sunulmasidir. Dolayisiyla bizim derdimiz bilgiyi 6rgiitle-
mekti, rgiitleme konusunda bir adim atmakti, bunun en
uygun yeri de Internet’ti.

italya’da biitiin kokliiaile firmalarinin miizeleri var
ve bu miizelerin tasarimlardan mimarlar iyi paralar

ALPAY ER, FOTOGRAF PHOTO EBRU DEMIR

“Biriktirme stireci hep geriye dogru isleyen bir seydir.

Koleksiyona baglayan kisi, biriktirecegi nesneyi

bugiinden geriye dogru ¢alisan bir deger siizgeci

icerisinden gegirir.” Aren Emre Kurtgozii

kazanir. Sirket miizeleri sayesinde koleksiyonlarin
olusturulmasi kolaydir; parcalarin bir araya getiril-
mesi ile hazir bir miizeler sistemi olusur. Simdilerde
Italya’da gelisen yeni fikir; yerel miizeler sistemini ba-
g1msiz ¢calisan yerel tasarimcilar ile bir araya getirerek
alternatif bir tasarim piyasasi1 olusturmak. Belki de
Tiirkiye’de de markalagmis koklii sirketlerin kendi
kurumsal sirket miizelerini olusturmalarini tesvik
etmeliyiz.

BM: Bunu yapmaya ¢alisan sirketlerin de elinde iiriin-
leri yok. Bana senede 10 tane sirket, miizelerini yapmami
teklif ediyor. Miizeler gorsel mekanlardir; mesela gorsel-
lestirmek i¢in ellerinde kurumsal siirekliligi ifade edebi-
lecek neler oldugunu sordugumuzda, birakin nesneleri, fo-
tograflari bile temin edemiyoruz. Koleksiyon olusturmak
sadece nesneye sahip olmak demek degildir. Bir iiriiniin
tasarlanmasi ve iiretilmesi siirecinin 6ykiisii ve dokiiman-
tasyonuna ulagamazsam onu miize kapsaminda anlamli
bir baglama yerlestiremem ki!

MO: Sirketlerin arsiv dedigi seylerin gogu brosiirdiir.
Mesela SALT Arastirma, Altug-Behruz Cinici Arsivindeki
ODTU koleksiyonunu ele alirsak, gok degerli cizimlerden
daha da degerli olan onlarin iiretilme bi¢imini yorumla-
mamizi saglayan yazigmalardir. Orada bilgiyi tutmanin
her seyden 6nce bilgi liretebilmek i¢in degeri vardir, benim
hep tasarimdan kiiltiire getirerek agmaya ¢alistigim konu
bu. Su dénemde belli bir yasa gelmis tireticileri kayda ge-
cirmeye baglamak artik ¢ok kritik. Mimarlik alani daha
diizenli oldugu icin daha ¢ok bilgi var, tasarim alaninda

da daha yogun galismak gerekiyor. 3. Istanbul Tasarim
Bienalinde yer alan “Tirkiye Tasarim Kronolojisi:
Deneme” béyle bir ¢alismaya vesileydi 6rnegin.

AEK: Daha yeni Tirkiye’deki dolmuslar hakkinda
bir yazi yazdim. Tirkiye’de, Batr'dan gelen farkli tipte
minibiisler dolmus olarak kullanilmaya baslaninca gesitli
ihtiyaglar bag gésteriyor ve bir takim modifikasyonlar,
soforler ve muavinler tarafindan yapilmaya baslaniyor.
Sonradan yan sanayii -bakin daha arag iireten sanayii
yok- “Teker kapagi tizerine oturak yapariz diyor,” bu gibi
modifikasyonlar Otokar gibi firmalarin dogmasina araci
oluyor. Tabii olarak ortaya ¢ikan bu tasarimlarda bir ta-
sarimcl ad1 zikretmek ¢ok zor.

BM: Buradan bir konu daha ¢ikiyor, o da tasarimin
tutundugu ciddi noktalardan bir tanesi; giinlitkk yasam
kiiltliriintin verilerine sahip ¢ikmak. Bu tip arastirmala-
rin da bir sekilde tesvik ediliyor olmasi lazim, akademik
ortamlarda da aragtirma ortamlarinda da. Aslinda bun-
lar son derece popiiler ve giindelik olan, giindelik tiike-
timimizde dogallikla yer alan siiregler ve iiriinler de bir
tutunma noktasi. Bunlarin belgeleniyor olmasi, mevcut
belgelerin ve bilgilerin saklaniyor ya da toparlaniyor ol-
mas1 degil, bunlarin iizerine de bilgi iiretilmesi tasarimin
dayandig1, tutundugu noktalardan biri olmali.
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Connection points of design

in Turkey

What have we been doing for the transferring of design culture and creation of

design awareness in Turkey? In this respect, we came together with Aren Emre

Kurtgézii, Burcak Madran and Meri¢ Oner in the moderation of Alpay Er

to talk about archiving, exhibiting and other works performed on the side of

museum-collection-institution; and to share our foresights on the topic.

Industrial design and other related disciplines such
as graphic design, packaging design etc., theyall have
a “disconnection” problem in Turkey. To a certain ex-
tent, this is a problem in the West, too. As for Turkey,
we need to relate this issue to our modernization and
industrialization history.

BM: As a museologist and museum designer, I can say
that museums are still the most respected, most valid, and
most functional institutions where the memory of the past
can be preserved and transferred to next generations. And of
course, when I refer to a museum, this includes all kinds of
archives, specialized libraries, exhibition spaces and certain
tools for publicizing a particular memory.

AEK: The Material Culture discipline was first devel-
oped with the contributions of designers as well as social
scientists; and it has been in contact with academic works in
the field of design since the beginning. The most important
reason for this was that the designers could say something
about the social life of the products and objects based upon
in-depth and close observation, without ever taking person-

“In Turkey, design history is written
in pieces, there is no know-how
coming from the past. All resources
we currently have, whether we have

access or not, need to be recorded.”
Meri¢ Oner

ally the criticisms on reification and fetishizing of orthodox
social sciences. Amongall, designers are the ones who speak
the most comfortably about the object, regardless of the re-
strictions of political and disciplinary righteousness. Since I
am interested in social and human sciences both as a designer
and academician, I have taken an eager interest in material
culture studies for a very long time. More specifically and
personally, I try to collect and accumulate various products
that we can call the material elements of modernization of
Turkey. These include a large spectrum ranging from penny
banks to gum cans.

Memory, history and identity are very essential
elements in the process of institutionalizing a pro-
fession itself. Like Aren’s collections, almost all of
our first generation teachers in industrial design have
their own collection. These are not highly systematic
collections. In fact, design museums are also for per-
petuating, a kind of “immortalizing” a profession, a
discipline. People want their works to be permanent
and passed down to the next generations, which is a
very humane desire.

When we talk about industrial design, the expectations

of the industry should also be discussed. As a result, val-
ue is produced and sold in the market economy; and when
crowned with culture, it rises in value. For instance, after
seeing the Triennale in Milan, Italian design takes a dif-
ferent shape in your mind, and the Italian design ideology
is injected in this way. If you go to Helsinki, there is a tiny
design museum and the Finnish design ideology is described
inavery natural way. We don’t have that in Turkey, I think
this is our problem.

BM: There is something we call the designer’s ego.
Designers want all their works to be permanent and passed
down to the next generations. And also, new generations
need that past already. I can say I need it, personally. When
designing, I always need to look back at previous works to
move what I do a more forward, different and advanced
form. I can visit the museums founded in 60s or 70s, I can
observe the relationships between the museums and visitors
and objects, somehow I succeed to interpret this and transfer
into another form. However, more and more museums are
being restored in the field of design and nobody has a con-
cern about recording what the old versions of them looked
like. Only pictures of them might be available. We do not
keep the memory of many designs which are advancing,
changing and being adapted to the day. I think the con-
sciousness of that anyone may want to look back at the past
hasn’t arisen in the field of design yet.

I have a postcard collection of photographs of old muse-
ums in Turkey. There are so many clues about design in that...
One can see many things in it such as; ‘what, how and from
which angle they placed, associated with what in order to
exhibit an object. These photographs make me understand
the logic of a design from that period and perceive it as it had
been perceived then; therefore, they give me clues about what
I can do in a more contemporary frame. So these are not just
for “passing down to the future”. These are the resources that
a designer needs to make a contemporary and functional
design. And these resources constitute the memory of design,
yet L agree that there is no such consciousness in Turkey.

AEK: Another dimension that makes it important to
create a design memory is our national modernization ad-
venture. All societies trying to modernize by following the
West need concrete things to feel the pulse of moderniza-
tion and to document the modernization processes. I think
architecture is very important in this regard, because archi-
tectural constructions are like the documents of the mod-
ernization history of the country, they are subjects to many
narratives or are the founding elements of the narratives.

In an industrialized society, design products have a similar
function and significance.

MO: I'm not sure we have to discuss modernization as
an issue. When we look at the subject that you have just
mentioned with an architectural perspective, we can see
some kind of modernization in Turkey. However, it should
not be forgotten that findings that are discussed under the
name of architecture are always privileged structures. The
historical approach has a problem as such. When we talk
about design, there is the object on one side and the ma-
terial culture on the other. There is a difference between
talking about something through the object and talking
about the place of it in the material culture, or the culture
it creates. Should we go through a work that we know and
deem as good work with certain foundations, or can we see
something with a “postcard collection”, too? Lookingat the
knowledge of something from the past is more valuable than
looking at the thing itself.

As for the archives, this aspect of them is actually more
valuable, too. Apart from the knowledge we have acquired
through the object itself, the knowledge on its production
process and the economic environment of that period give
us an opportunity to handle the subject more broadly. In
Turkey, design history is written in pieces, there is no tra-
ditional organ coming from the past. All resources we cur-
rently have access to or not, need to be recorded. General
and industrial production are also included in that. It is the
same in the architecture, too: We need to look at what was
happening outside of the things that we take into account as
very singular or particular, or the things in which we think
more stratified knowledge is included. Because our perspec-
tive of today’s history has a part taken from the cultures
that wrote these histories afore. It is necessary to explore
the points that will break it, and maybe we have to take
advantage of using design as a broad sense of that culture. In
an archive that describes its scope independently from the
discipline, it is necessary to record correspondences about
the object, production adventures, personal notes about the
period and photographs rather than the object. With the
relations between them, the kind of knowledge that must
be accumulated is a matter that needs to be discussed.

BM: I think what Merig said is important here, not just
in the sense of design, I always argue that alot of things must
be collected. As I work in the field of collection, I think
that while a collection is being institutionalized, there is a
curatorial touch. Experienced people who know about this
subject categorize and classify it in a sense. These decisions

“The collecting process is something that always works

backwards. A collectioner puts the object (s)he

collects through a value filter which works backwards

star ting from today.” Aren Emre Kurtoglu

are the curatorial touch I mentioned. This is necessary when
creating an archive, too. Therefore, it is impossible for this
work to be objective.

AE: We are in a period of government that is concerned
with industrialization. Domestic cars, domestic airplanes, etc.
are again on the agenda; these are not pies in the sky actually.
Each period uses exhibitions, museums and history to make
its legitimacy permanent. Each period wants to write its own
glorious history.

By the end of the 80s, I graduated as an industrial design-
er; and back then I used to believe that industrial design is
not possible in this country because this is a technologically
and economically “dependent” country. In the global division
of labor, we only install, buy and use new products designed
abroad. As I was thinking that there were no alternatives be-
yond that, I saw how “domestic” industrial design skills could
evolve and develop in Far East Asia during my PhD study. Ten
years later, in 1998 we launched a publication named Nesnel
as ETMK, our openingletter was the chronology of industrial
design in Turkey. Perhaps it was primitive, but that chronology
was one of the first steps for the historiography of industrial
design, for memory fiction.

We can say that with Garanti Gallery, Garanti Bank has
taken the first step in matters such as exhibition for designing,
museology, etc. I was in the advisory committee of Garanti
Gallery and it was a really interesting experience but unfor-
tunately couldn’t been sustained. If Garanti Gallery was an
initiative standing in front of an industry group instead of
finance, perhaps it could have been possible for it to continue
as an autonomous exhibition-archive facility.

Since the process of creating a financial and cultural value
in Turkey, which is called design, has not been finalized and
functionalized yet, we don’t have a requirement for constitut-
inga design identity, a design archive and museum for cultural
memory to lean on.

MO: Garanti Gallery had a very clear mission, but when it
came to Salt, the mission was not consciously maintained; it
was transformed. Related to the matter Burgak has just men-
tioned, it is not possible to get away from filters in archiving.
Yet it was a conscient choice to found the archive itself and
to cover a distance by indicating the object of design. At pres-
ent, there are 1 million 800 thousand documents available
at saltresearch.org. It is an accumulation belonging to this
geography, where the knowledge of various disciplines coex-
ists. Were working without even throwing away a shopping
receipt. Filters in the archive are as objective as possible, they
are at the level of words that will mediate to find something.
Developing subjective filters is under the initiative of people
themselves. Being a museum or not is a very critical distinction
in this regard.

The transformation of Garanti Gallery was also a decision
ofitselfin this regard. SALT Research is based on the idea that
the academy, cultural institutions, or specifically those who
are not involved in intellectual production could interpret the
knowledge of the archive.

Apart from the Garanti Gallery experience, the
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“When it comes to design, I always
need to look back at previous
works to move forward; to an
advanced form.” Burcak Madran

DATUMM example for our early contemporary fur-
niture history is also interesting. The project of Izmir
University of Economics. DATUMM, ETSM and
Garanti Gallery can be considered as major initiatives
for the establishment of design memory in Turkey and
displaying of design. Perhaps the Rahmi Ko¢ Industrial
Museum can be added to these. There have also been
a number of exhibitions organized by the Industrial
Designers Professional Association (ETMK) since
1994 and selections of Design Turkey organized every
2 years. We also have a design biennial, it provides an
exhibition space, too. So we got some things, we’re not
at the zero point in terms of documentation. Yes, we do
not have a permanent exhibition, the design museum
is still an idea, a project!

AEK: There is another issue that needs to be underlined
in what Alpay said; yes we are not at the “zero point” but we
can never be at the “100 point” because it is by its nature.
Some of the objects that industry produces in mass and serves
for consumption disappear; some disappear because they are
already indurable, some disappear due to material conditions,
a piece of chewing gum is thrown away, a plastic bottle is re-
cycled - that is to say, they disappear as material. Some dis-
appear because they are not considered worth collecting or
accumulating. The accumulation process is something that
always works backwards. A collectioner puts the object (s)he
collects through a value filter which works backwards starting
from today.

BM: I think the most basic problem in Turkey is that we
don’t know what to collect. We don’t have any tidy collection.
When we created the Industrial Design Virtual Museum, we
would never use the name ‘design museum’ because when you
start calling that, architecture, interior architecture, graphics,
and digital works are included, too. We named it that way to
make it specific. That’s why we brought industrial designers to-
gether. The main objective of the ETSM is to offer open access
to the knowledge produced in the field of industrial design in
Turkey on a regular, organized basis. Therefore, our point was
to organize the knowledge, to take a step in organizing. And
the most suitable place for that was the internet.

In Italy, all the well-known family companies have
museums, and architects get good money from their
designs. Creation of collections is easy thanks to the
company museums; a system of museums is formed by
bringing the pieces together. The new idea developing
in Italy nowadays is to create an alternative design mar-
ket bybringing thelocal museum system together with

the local designers working independently. Perhaps we
should encourage well-established companies in Turkey
to create their own corporate company museums.

BM: Companies trying to do this have no products in their
hands, though. Atleast 10 companies in a year offer me to cre-
ate their museums. The museums are visual places; for example
when we ask what they have for visualizing the institutional
continuity, we cannot even provide photos, let alone objects.
Creating a collection does not just mean having objects. If
I cannot get the story and documentation about the design
and production process of an object, I cannot place it in a
meaningful context within the scope of museum!

MO: Most of the things that companies call archives are
brochures. For instance, as for the MET U collection in the
SALT Research, Altug-Behruz Cinici Archive, what is more
valuable than drawings is the correspondences which enable us
to interpret the ways they were produced. First of all, keeping
the information there is valuable in order to produce new in-
formation; this is what I try to say by touching upon culture
along with design. It is very critical to begin recording the
producers of a certain age today. There is more information
in the architecture field because it is more organized, and it
is necessary to work more intensively in the field of design.
The Turkey Design Chronology: Draft that took place at the
3" Istanbul Design Biennial was conduce to such a work, for
example.

AEK: Ijust wrote an article about the minibuses in Turkey.
When different types of minibuses coming from the West
started to be used as dolmushes in Turkey, various needs have
arisen and a number of modifications have been made by driv-
ers and adjutants. Then, the sub-industry -we still don’t have
any industry that produce vehicles- says “We can make a seat
on the wheel cover,” and such modifications paves the way for
the birth of companies such as Otokar. Of course, it is very
difficult to mention a specific designer’s name in these designs.

BM: Here is another topic related to that, it is also one of
the serious connection points of design; to protect the cultural
values of daily life. Such researches should also be encouraged
in both academic and research environments. In fact, these
are extremely popular and everyday processes that take place
naturally in our everyday consumption and products are a
connection point for design. The main point is not that they
are documented, that existing documents and information are
stored or collected; the fact that new information is generated
through them must be one of the points on which the design
is based and connected.

Memory, history and identity are very
essential elements in the process of

institutionalizing a profession itself.
Alpay Er
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ule Ko¢

Sule Kog, iiriin tasarimini yeni etkilesim kanallari acan, bag

kuran, siirecte giiclenen bir iletisim araci olarak inceliyor

Sule Ko¢ examines product design as a
communication tool which opens new interaction
arcas, connected and strengthened by process
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Bakis acisi

Bulundugum ¢evreyi déniistiirmek, et-
rafimdaki objeleri incelemek, parcalayip
yeniden farkli sekillerde birlestirmek, ilis-
ki kurdugum nesnelere yeni haller 6nere-
bilmek ve farkl: iglevler ortaya ¢ikarmak
beni hep heyecanlandirmigti. Beni iiriin
tasarimi alaninda is liretmeye iten sey ise,
bu esnekligin ve plastisitenin hala gegerli
olmasi ve siirekli beslenmek zorunda ol-
maniz. Dolayisiyla her projede kendi ha-
yatimi nasil yasayacagima dair bir anlam
buluyorum.

Uriinii  aligilagelmis tanimlarindan
uzaklastirarak, yeni baglar kuruyor ve
etkilesim yollarini sorguluyorum diyebi-
lirim. Uriin {izerinde aldigim kararlarin
gecerli sebepleri olmasina, asla mitkemmel
olmayacak bu nihai tiriiniin arkasinda kar-
magik siiregler, testler, malzemeler olsa da
zahmetsizmis gibi gériinen bir yapiya ka-
vugmasina ¢aligiyorum.

Strateji

Tasarim iyi kullanilirsa sonuglar1 bii-
yiik etki yaratacak iyi bir yatirim alani.
Tirkiye’de sektorii gogiisleyen firmalarla
¢alisiyorum, onlarin hata yapma liiksleri
daha fazla ancak daha kii¢iik firmalarin da
dogru tasarimciyla bulugmasi iyi sonuglar
doguruyor, firma i¢in bir lokomotif gérevi
goruyor.

Simdiye kadar ¢ok farkli sektérlere yo-
nelik iiriinler tasarladim. Onceleri bilingle
alinmig bir karar olmasa da sonradan zaten
bu sekilde ¢aligmayi tercih ettigimi farket-
tim. Kap1 tasarimindan dogal taga ve hatta
standdan yiiksek hizli tren i¢ mekanlarina
uzanan bir skalada projeler yaptim. Bunla-
rin temelinde firmanin amaglarini anlayip,
yeni yollar agmak, belki satis diliyle ortaya
cikamayan farkliliklar: diriin yoluyla orta-
ya koyabilmek yatiyor. Stratejilerin liriine
doniigmesini ve firmalardaki diger birim-
lerle ortak ¢alismay1 dogru buluyorum.

Siirec

Birkag farkli yolla ¢alistyorum. Firmalara
iriin tasarimi hizmeti veriyorum ya da
kendi iiriinlerimi gelistirip bagka marka-
lar altinda satilmasini saglamaya caligi-
yorum. Bunun disinda firmalarin kendi
tiriin koleksiyonlarini ortaya ¢ikarmalar:
icin danigmanlik veriyorum. Stratejileri
dogrultusunda 6zgiin bir tasarim dilinin
olusturulmasi, koleksiyonlarin renk-mal-
zeme-form biitlinliigli, bunun kullaniciya
dogru anlatilmas: ve siirdiiriilebilir hale
gelmesi tizerine ¢aligtyoruz.

Brief direk bir firmadan geldiginde 6n-
celikle briefin daha saglikli hale gelmesi
icin calisiyorum. Sonrasinda firmanin
tiretim teknikleri, kapasitesi, temin edile-
bilecek malzemeler tizerine bir aragtirma
yapiyorum. Bunu firma ile siirekli iletigim
halinde yapiyoruz.

Aragtirma siirecinde benzer iiriin arag-
tirmasini 6zellikle reddediyorum. Bu kon-
sept yaratma agamasinda olasi ihtimalleri
diisiinmenize engel oluyor ve ister istemez
form hafizanizi etkiliyor. Masaya biiyiik
bir kagit aciyorum, iiriinii tanimlayan bag-
liklar1 pargaliyorum ve bu tanimlari iiriin-
den uzaklastiriyorum. En bityiik ilham ka-
tilagmis olani, degismeyeni unutabilmek.
Bu siireg tasarimin en zor ve keyifli kismi,
bir kesif alani.

Perspective

I have always been fascinated with trans-
forming my surrounding, examining the
objects around, breaking up and reassem-
bling them in different orders, proposing
new states of being to the objects I come in
contact with, and thus unveiling different
functions. What led to me to work in prod-
uct design was the validity of this flexibility
and the plasticity and the fact that you need
constant nurturing. I, therefore find in every
project a meaningas to how I am meant to
live my own life.

By moving the product away from its con-
ventional definition, I establish new bonds,
and investigate the ways of interaction. I try
to have meaningful reasons for the decisions
I make about the product, and provide a
framework that looks effortless even though
there might be complex procedures, tests,
and materials behind the final product that
will never be perfect.

Strategy

Design is a good field of investment that
will yield great effects if properly used. In
Turkey, I work with companies that lead
the market; they have a greater margin to
commit mistakes yet the cooperation of
smaller firms with the right designer yields
great results, and plays a locomotive role for
the company.

I designed products for totally different
sectors until now. Although it wasn’t con-
scious at the beginning, I later realized that
I actually prefer to work this way. I worked
on projects on a wide scale from door design
to natural stone, and from stand design to
the interior of high-speed trains. At the ba-
sis lies understanding the goals of the firm,
opening up new roads, and putting forward
the differences of the company that cannot
be explained by way of sales techniques via
the product itself. I find it right to transform
strategies into products and to work in col-
laboration with other units in the company.

Procedure

I work with various methods. I provide de-
sign—consulting services to companies or try
to have the products that I develop be sold
under different brands. Other than this, I
provide consulting services for companies
to develop their own collections. We work
with them to create an authentic design
language in alignment with their strategies,
integrity of color-material-form in their col-
lections, to properly explain this to the us-
ers, and to make these sustainable.

When the brief comes directly from the
client, I work towards ameliorating it. Later,
I do research on the production techniques,
the capacity, and the materials that need to
be supplied. While doing this we remain in
constant communication with the company.

I especially refuse the research of simi-
lar products. It prevents you from thinking
about all alternatives in the concept creation
phase, and the form affects your memory
whether you want it or not. I open up alarge
piece of paper on the table, break up the ti-
tles that define the product, and take these
definitions away from the product. The
greatest inspiration comes from forgetting
the solidified things that are hard to change.
This procedure is the most difficult as well
as pleasurable stage of design; it’s a space of
discovery.

Ongoriiler

Gliniimiizde Giriinlerin markalar i¢in bir
iletisim arac1 olmasi,yogun bir sekilde de-
vam ediyor. Daha ileriye bakacak olursak
tasarimin teknoloji ile iliskisindeki den-

ge halini sorgulayabiliriz. Endiistriyel ta-

sarim, siirekli gelisen yazilim diinyasina
kiyasla, bir kabuk olarak yetersiz kaliyor.
Uriin tasarim siireglerinin kaynaklarla
olan iligkisi yazilimlardan ¢ok daha zah-
metli ve maliyetli oldugu igin iki alanin

gelisme araliginin agildigini gériiyorum.

Tasarlanmamuis, kullaniciyla iliskisi dogru
kurulmamis yazilimlarla dolu diinya. Geri
kalaniise gercek bir igleve hizmet etmeyen

girisimci iiriinleri. Bu noktada ben yine

insana ddniilecegini diisiiniiyorum. Yani

gercek deneyime, duyulara dénecegiz. Bir

deneyim olarak gida tasariminin éne ¢ik-
mas1 da bunun bir uzantisi. Isin esasi de-
neyimin tasarimi. Yaniinsana ulagabildi-

giniz kadar varsiniz.

Previsions

Today the products are still a significant
medium of communication for brands.
Looking forward, we may question the
state of equilibrium of design in its re-
lationship with technology. Industrial
design remains insufficient as a shell in
comparison to the ever-developing soft-
ware world. Because the relationship of
product design procedures with the re-
sources is much more tedious and costly,
I see that the gap for development of both
areas has opened wide apart. The world
is full of undesigned software products
that are in weak relationships with the
users. The rest are entrepreneurial prod-
ucts that don’t serve any function. At this
point, Istill believe that we will go back to
the human aspect; hence real experience,
and senses. The essence is in the design
of this experience. So you remain in the
business as long as you can reach the hu-
man aspect.



Unrtinler

Sofist

Is hayatim boyunca mobilya sektérii igin
¢ok sayida oturma grubu koleksiyonu tasar-
ladim. Bunlari tasarlarken ister istemez bel-
li ergonomik gereksinimleri detayli sekilde
6greniyorsunuz. Bir tasarimci olarak 6gren-
diginiz, bildiginiz her seye uzaktan baka-
bilmek ¢ok 6nemli diye diisiiniiyorum. Bir
kanepenin hacmini temel alan bir konstriik-
siyon olsa ve bu hacim fakli sekillerde kul-
lanirsa sonug ne olurdu sorusunun cevabi
olarak Sofist ortaya ¢ikt1. Kendi gelistirdi-
gim bir proje ve prototipini yerli tireticilerle
calistigim oldukga keyfli bir siirecin tiriini.
Ortaya ¢ikt1g1 dénemde Fransiz trend kitabi
Show Me’de yer edinmis ve dijital diinyada
fazlaca dolagmis, en ¢ok yayilan projem.
Sule Kog Design

Products

Sofist

Dots of Lots

Fikir eskizlerimin oldugu ayri1 bir defter
tutuyorum. Birden aklima gelen, gelistiri-
lebilecek projeler i¢in bir ipucu veren ne var-
sa ufak bir gérsel halinde o defterde yerini
aliyor. Bir eskiz de giinliik hayatta kamufle
olmus, siradan oldugunu diisiindiigiimiiz
objelereden birine aitti; bir zar. Yiizyillardir
degismeyen, oyuna gére sekil degistiren zar-
lardan en jenerik olani kargilikli ytizeyleri
7’ye tamamlanan 4 ytizlii bir beyaz bir kip.
Uzerinde rakamlari simgeleyen noktalar
tigiincii boyutta bir uzay boslugunda yer
alsaydi nasil olurdu?

Sule Kog Design

Radyan

Radyan aydinlatma serisi, 15181 madde iize-
rinden gérebilme halini cam yoluyla kesfe
actyor. Farkli sekillerde kesilmis bu cam
kiitleler 15181 dagitiyor, sekil veriyor ya da
sakliyorlar. Farkli gradyan renk alternatif-
leri mevcut, masa ve duvar lambasi olarak
kullanilabiliyorlar. Mekanda kendi hac-
miyle 15181 dolduran birer ¢ergeve halini
aliyorlar.

Sule Kog Design

Dot of Lots

Meridiem

Polonya’da bir kiiltiir kurulusu olan
Zamek Cieszym’in daveti ile Tiirk-Polonya
Diplomatik Iligkileri’ nin 600. Yil1 etkinlik-
leri gercevesinde gelistirdigim Meridiem, 2.
Uluslararasi Istanbul Tasarim Bienalinde
sergilendi.

Tiirkiye’den ve Polonya’dan birer ta-
sarumcl ve zanaatkarin eglestirildigi proje
siirecinde, bir ahgsap ustasi olan Szymon
Slawiec’in atdlyesini ve ¢alisma siireglerini
inceleme firsatim oldu. Oncesinde ziyaret
ettigim Krakov’da insanlarin nehir kena-
rindaki taglarda gilineslendigini gézlemle-
mistim. AtSlyeye gittigim bir giin de giine-
se kars1 gozlerini kapamisg, oturdugu yerde
giineslenen insanlar gériince, giineslenmek
icin bir kent mobilyasi yapma fikri aklima
geldi. Szymon’un atélyesinin hemen ya-
ninda bir metal atélyesi olmasina ragmen,
6zellikle kaplamalarda usta olan Szymon
daha 6nce metal tizerine dogal ahsap kap-
lama yapmayi hi¢ denememigti. Bu onun
icin de yeni bir macera oldu. Giines 151§1na
duyulan 6zlem her yerde hissediliyor ve in-
sanlar bahar gelir gelmez parklarda taglar
tizerinde nehir kenarlarinda giinesi takip
ediyor. Ben de giinesi dogusundan batigina
takip edebileceginiz bir sezlong tasarladim.
Genis acil1 bir koni, sacin tizerine dogal ah-
sap kaplamalarla tizerine yatilabilir hale
geliyor. Meridiem ile glinebakan ¢icegi gibi
tiim giin oldugunuz yerde uzanip dénerek
giinesi yakalayabilirsiniz.

Firma: Zamek Cieszym

POLSKA in BETWEEN Projesi

Meridiem

unlimited 62

I designed numerous sitting sets for the fur-
niture industry during my career. By doing
s0, you cannot help but learn certain ergo-
nomic needs in detail. I believe it is very im-
portant to be able to look at something you
know well from afar. Sofist is the answer to
the following question: if there was a con-
struction based on the volume of a couch,
and this volume was used in different ways,
what would be the result? It is a project that
I developed myself, and the result of a very
pleasurable procedure where I worked with
local producers for the prototype. It is my
most shared work; one that appeared on the
French trend book Show Me at the time it
came out, and was significantly shared in the
digital world.

Sule Kog Design

I keep a separate notebook for sketches. Everything that inspires
me, which gives me hints to develop the projects takes place in that
notebook in the form of a visual. This sketch belonged to an object
that is camouflaged, one we think is an ordinary object; a dice. The
most generic of the dices that have not been modified since hun-
dreds of years, changing shape depending on the game, is a four-fac-
eted white cube that adds up to 7. How would it be if the dots on
the dice symbolizing numbers were floating in the space vacuum?
Sule Kog Design

Photography: Dirty Cheap Creative

Radyan

“Radyan Lighting Series” explores the materialization of the light
through glass. The series consists of a variety of cut-glass forms,
which capture the light, radiate it, shape or hide it. Glass becomes
the body of the light within geometric forms. The units come with
alternative colors and uses such as table lamps and wall lamps. By
hanging on walls they become frames of space, reflection and light.

Sule Kog Design

Meridiem, which I developed in the framework of the 600 an-
niversary events of the Turkish-Polish Diplomatic Relationships
with the invitation of Zamek Cieszym, a culture institution in
Poland, was exhibited at the 2" International Istanbul Design
Biennale.

During the project timeline, when a designer and a craftsman
from Turkey and Poland were matched up, I had the opportuni-
ty to examine the workshop and working procedures of Szymon
Slawiec, a wood craftsman. On a previous visit to Krakov, I had
observed that people were sunbathing on the rocks by the riv-
erside. One day when I went to the workshop, and I saw people
sunbathing, with their eyes closed, from where they were sitting, I
had the idea to design an urban piece of furniture for sunbathing,
Although there was a metal workshop right next to his, Szymon,
who was a master in veneer, had never tried it with natural wood
on metal. So this was a new adventure for him as well. The longing
for sunlight is felt everywhere and people follow the sun on the
rocks by the riverside or in the parks as soon as spring arrives. So
I designed a lounge chair that allows tracking the sun from the
sunrise till sunset. A wide-angle cone of vencer on metal sheets
turns into a lounge chair you can lay down on. With Meridiem,
you can catch the sun by lying down and turning around all day
long like a sunflower.

Company: Zamek Cieszym
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Baz:Biz

Sule Kog ile Intema igin tasarladigi Baz:Biz serisini konustuk

unlimited 44

Intema Yasam’daki yeni yapilanma nasil bir dil
olusturdu?

Eczacibagrnin mutfak markasi Intema Mutfak bir do-
niigiim gegirerek hayatina Intema olarak devam ediyor
ve Intema Yagam adi altinda yeni bir sirket kurdular.
Yemek ve mutfak diinyasina dair her geyi bir araya top-
layan Intema Yagam’in ilk magazasi da Kanyon’da agil-
d1. Kavramsal bir mutfak tasarimi briefi kapsaminda,
bu yeni yapilanma i¢in tiriin izerinden bir iletisim dili
olusturulmas: hedeflendi. Yani briefin kendisi aslinda
Intema Yagam’in temel almak istedigi kavramlar iizerine
kurulu. Strecin baginda bu kavramlar anahtar kelimelere
doniiserek bir baslangi¢c noktasi oldu. Paylasim ve bir-
likte iiretim kavramlari, Baz:Biz'de, mutfagi geleneksel
kapali mutfak tipolojisinden ¢ikarip, stirekli etkilesimin
oldugu bir paylagim alanina déniistiiriiyor.

Siire¢ tasarimdan bahsedebilir misin?

Oncelikle Intema Yagam’i ve Intema Yagam’in deger-
lerini anlamaya ¢alisarak siirece bagladim.

Mutfag: bilesenlerine ayirip sadece kendi icerisinde
degil, icinde bulundugu alanda degerlendirdim. Mutfak
alanindan cikarak, bireylerin birbiriyle en verimli ileti-
sime gecebildikleri anlara ve durumlara odaklandim.
Guniimiizde karsilikls iletisim ancak zaman ayirarak
ve daha samimi iligkiler kurarak siirekli olabiliyor ve
masa etrafinda yiiz yiize gelebilmekle, beraber iiretmekle
mimkiin oluyor. Bu, ayn1 zamanda kullanicinin mekan-
daki aidiyet hissini de tetikleyerek, kargilikl1 diyalog
yaratmay1 ve dolayisiyla mekanla da siirekli etkilesim
halinde olmayi saglayan bir ¢ekim alani yaratiyor.

Paralelinde yiiriittigliimiiz arastirma evresinde, bu
yaklasima karsilik verebilecek malzeme, renk, doku,

tretim sekli gibi unsurlara karar verildi.

Biiyiik bir iiriin ailesi goriiyoruz. Kullanici i¢in
alan ve secenek sunan sistemler mevcut. Bu iiriin ai-
lesinin her pargasi birbiri ile nasil iletisim kuruyor?

Uriin ailesinde rafli bir béliicii tinite, aydinlatma, de-
polama, oturma ve masa birimleri diginda; bunlar arasin-
da hareket eden aksesuarlar yer aliyor. Aksesuarlar mo-
diller arasinda iglevler arasi bir gecis sagliyor. Yiizeyler
de birbiriyle iletisim halinde. Bu iletisimde de kullanici
bas rolde.

Malzemelerdeki biitiinliik, modiillerin islevlerini tiim
triin ailesinde takip ediyor. Yaratmak istedigimiz hafif
ve yalin gériiniim, ortak bir tasarim dilinde birlesiyor.

Tasarim i¢in kilit niteliginde modiillerden bir tanesi
de mobil kiler dolabi. Dolap hareket ettirilerek alanin
her noktasinda kullanilabiliyor.Bu modiiliin i¢ yapisini
kullanici kendi ihtiyaglarina gére sekillendiriyor.

Baz:Biz icin gelistirdigin bu tasarim yaklagimi
(distruptive design approach) iiriine, malzemeye ve
mekana nasil yansidi?

Baz:Biz deki tasarim yaklagimi, mutfagi sadece yemek
pisirilen alan olma tanimindan kopartip, mutfagin evin
icindeki yegane tiretim yeri olmasinda gordiigiimiiz po-
tansiyelin kullanicilar arasindaki iletisime nasil katki
saglayacagini sorgulamak iizerine kurulu.

Mutfaktaki tiim aktiviteleri ve bilesenleri parcalaya-
rak yeniden ¢6ziimleme iizerine kurdugum yaklasim,
mekan paylasan bireylerin etkilesimini arttiran bir me-
kan kurgusuna adapte olabilecek malzeme ve iiriin tipleri
ile sonuglandi.

Giiniimiizde karsilikli etkilesimle sekillenen
spontane alanlar olusturmak, ayn1 zamanda iiriin

tasariminin 6nemini ve farkindaligini da tetikli-
yor. Bu baglamda Baz:Biz, kullanici iizerinde neleri
tetikliyor? Bu konuyu nasil ele aliyorsun?

Tasarim yoluyla kullanicilarin hayatinda yaratacag-
niz etki, isin nesnelestirme tarafindan ¢ok daha giiclii.
Bir degerler sistemi, yeni yasam sekilleri, kullanim se-
naryolar, etkilesim yollar1 yaratabiliyorsunuz. Uriin bu
ciktilar i¢in bir arag goérevi gorebiliyor.

Baz:Biz’in anahtar kelimelerinden ilki “etkilegim”.
Mutfag: tiim bireylerin kullanima ve etkisine agiyor,
mutfak herkesin oluyor. Yemek yapmak, olas1 aktivite-
lerden sadece biri. Tasarim dili yalin ve hafif, istedi-
giniz yere gotiirebildiginiz alcak depolama alanlar: ve
mobilyalagmis, birbirinden bagimsiz kullanabildiginiz
tniteler sayesinde mutfak, calisma odasi ve oturma
odasi arasinda gidip gelen hibrit bir mekana doniisii-
yor. Tezgah ise her yénden kullanilabilen ¢ift eviyeli bir
atolye masast. Bu liriin iizerine alinmig tasarim kararlari,
kullanicilar1 beraber vakit gecirmeye, yiiz yiize iletisime
ve Uretmeye yoneltiyor.

Baz:Biz ayni zamanda “degisim” lizerine tasarlanmig
bir mutfak. Tiim masa kanallar1 ve mobil kiler dolapla-
rinda kullandiginiz aksesuarin islevlerini kullanicilar
belirliyor. Hareketli dolap ve paneller ihtiyaciniza gore
sekilleniyor. Kullanicilarin bu alani doniistiirebiliyor ol-
masi, onlarda mekana dair aidiyet hissini artiriyor, kul-
lanici katilimer hale geliyor. Béylece zaman iginde sabit
kalmayan, esnek ve degisime a¢ik bir platform yaratmig
oluyorsunuz. Dolayisiyla Baz:Biz davetkar bir kesif alani
olusturuyor, kullanicilar tarafindan sekillendirilmeyi
bekliyor, onlarla birlikte degisiyor.

FiKIRLERINiZ BiziM iciN ONEMLI;
BiZIMLE PAYLASIN, HAYATA GEGIRELIM!

We had a conversation
with Sule Kog¢ about

her design for Intema:
Baz:Biz

What kind of language the new structure of Intema
Life created?

Eczacibagr’s kitchen brand Intema Mutfak is getting
through a transformation and will continue its operations un-
der the name Intema, a new company founded under the brand
Intema Life. First store of Intema Life that brings together
everything about food and kitchen is now open in Kanyon.
As a part of the conceptual kitchen design brief, it was aimed
to create a communication language through the product for
this new structuring. In other words, the briefitself is actually
based on the concepts Intema Life wants to ground on. At the
beginning of the process, these concepts became a starting
point by turning into key words. The concepts of sharing and
co-production are transforming the cuisine from a traditional
closed kitchen typology to a shared area of continuous inter-
action in Baz:Biz.

Could you tell us about the process design?

At first, I started the process by trying to understand Intema
Life and its values.

I deconstructed the kitchen into its components and evalu-
ated it not only in itself but also in the area it is set. By moving
out of the kitchen, I focused on the moments and situations
where individuals can communicate with each other in the
most efficient way. Today, mutual communication is only con-
tinuous by taking time and establishing more intimate rela-
tions, and it is possible by producing together, sitting around
the table face to face. It also creates a magnetic field that makes
it possible to build mutual dialog and constant interaction
with the space by triggering the user’s sense of belonging.

In the research phase we conducted correspondingly, the
factors such as material, color, texture, production type that

this approach could respond were decided.

We see a big product family. There are systems that
offer space and options for the user. How does each part
of this product family communicate with each other?

The product family includes a divider shelving unit, light-
ing, storage, sitting and desk units with accessories among
them. The accessories provide a function-to-module switch
between the modules. The surfaces are also in communica-
tion with each other. In this communication, the user is in
the main role.

Integrity in the materials follows the functions of the mod-
ules in the whole product family. The subtle and simple look
we want to create get together in a common design language.

One of the key modules for design is the mobile storage
cabinet. The cabinet can be moved and used at any point of the
area. The internal structure of the module is shaped according
to the user’s own needs.

How did the disruptive design approach you devel-
oped for Baz:Biz reflect on the product, the material
and the place?

The design approach of Baz:Biz is based on expanding the
definition of the kitchen as a place where you just cook. It is
based on questioning how the potential of the kitchen in terms
of being the only place of production in the house contribute
to the communication between users.

The approach I have based upon pulling all the activities
and components in the kitchen to pieces and re-analyzing
them has resulted in material and product types that can be
adapted to a space setting that enhances the interaction of
space-sharing individuals.

Today, creating spontaneous spaces shaped by

mutual interaction also triggers the importance and
awareness of product design. In this context, what does
Baz:Biz trigger on the user? How do you approach this
subject?

The impact that you create in the lives of users through
design is much stronger than objectification. You can create a
system of values, new ways of life, usage scenarios, and ways of
interacting. The product can serve as a tool for these outputs.

Baz:Biz’s first key word is “interaction.” It brings the kitch-
en into use and effect of all individuals and the kitchen be-
comes everyone’s area. Cooking is just one of the possible activ-
ities. The design language is plain and subtle, with low storage
areas you can take with you wherever you go, and furnished,
self-contained units, the kitchen turns into a hybrid space be-
tween the study room and the living room. The counter is a
workshop table with double sinks that can be used in every
way. The design decisions made on this product prompt the
users to spend time together, face-to-face communication and
production.

Baz:Biz is also a kitchen which is designed upon “change”.
The functions of the accessories you use in all the desk chan-
nels and mobile storage cabinets are determined by the us-
ers. Moving cabinets and panels are shaped according to your
needs. The fact that users can transform this place increases
their sense of belonging to this place, and makes them partici-
pants. So you create a platform that does not remain constant
over time and is flexible and open to change. Consequently,
Baz:Biz creates an inviting discovcry space, expecting to be
shaped by its users, and to change with them.
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