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ABSTRACT

ID-ENTITY IN QUESTION:
TURKISH TOUCH IN DESIGN IN iLK’ IN MILANO

Emgin, Bahar
MA, Department of Design Studies

Supervisor: Prof. Dr. Gllsim Baydar

September 2008, 113 pages

This study analyzes the construction and repregsentaf Turkish style in design
through the discourse 6flk’ in Milano, an industrial design exhibition which took
place within the Milan Design Week of 2007 with ttteeme “Turkish touch in
design.” Within this context, first of all, the wayhat the notions of national culture
and cultural identity inform industrial design ptiae and impose cultural meaning
upon products are elucidated. Then the discursavatdry of the exhibition is
analyzed so as to explicate the framework thatasvd for Turkish-ness. Finally, the
ways that Turkish-ness is utilized and expresseoutih industrial design products
within the exhibition are analyzed and exemplifiedder specific strategies of

appropriation of cultural identity.

Key words: Turkish design, cultural identity, nai#b culture.



OZET

KONU EDILEN KIMLIK:
‘ILK’ IN MILANO’DA TASARIMA TURK DOKUNU SU

Emgin, Bahar
Yuksek Lisans, Tasarim Cainalari Bo6limu

Tez Yoneticisi: Prof. Dr. Gulsim Baydar

Eylul 2008, 113 sayfa

Bu calgma, tasarimda Turk tarzinin kurglwe temsilini, 2007 Milano Tasarim
Haftasi kapsaminda gerceftiglen ‘Ilk’ in Milano sergisi 6rngi (zerinden
incelemektedir. Bu dgultuda oOncelikle, ulusal kudltur ve kultarel kirgin
endustriyel tasarim prgtni nasil sekillendirdigi ayrica bu kavramlarin trinlerin
kiltarel anlamlarini nasil etkilegli ortaya konmstur. Daha sonra sergi, Turk-luk
algisina ilgkin yapiyr aciklamak tzere, sdylem dizeyinde elenaktir. Son olarak
sergideki drtnlerde Turkgiin nasil kullanildii ve ifade edildii incelenmg ve

orneklenmgtir.

Anahtar Kelimeler: Tiurk tasarimi, kiltirel kimliklusal kimlik.
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CHAPTERI

INTRODUCTION

1.1. Problem Definition

The discipline of industrial design in Turkey hascently been marked by debates
regarding the construction of a genuine Turkishnide in design. As a result, a
particular notion of Turkish culture is accentuatsithe basis on which an authentic
style should be constructed. Especially as Turkesydntered into the global market, the
emphasis on the necessity of such a peculiar dedggrity has gained prominence as a
marketing strategy that places Turkish design beaad name, and hence Turkish-ness
as a brand value in the global market. This studyes that the notion of Turkish style
in design needs to be unpacked in order to aveebtactive definition of Turkish-ness

loaded with nationalist connotations to meet theeexations of the global audience.

In this context, the recent design exhibitigik’ in Milano with the motto “Turkish
touch in design” emerges as a conspicuous attegbinote Turkish identity in design
at an international scale. The exhibition promatesign from Turkey as a representative
medium that transforms Turkish cultural heritagéo icontemporary design through

novel production techniques and aesthetic undedstgrin the name of modernization



or westernizatiori.Hence, the discursive construction and visual @sgion of Turkish-
ness in the exhibition addresses questions ofitgeas well as oppositions like modern /
traditional, East / West or Orient / Occident. ®fere, the focus of this thesis is how
such a definition of Turkish-ness is imposed upl@ products exhibited itvlk’ in
Milano and how these representations work in the maintenaf the discursive

framework in the exhibition.

1.2. Aim

The aim of this thesis is to supply a frameworkntaterialization of Turkish-ness in
design through the example ‘dlk’ in Milano. Taking into consideration the fact that the
concept of Turkish design is yet a controversigligsin ongoing debates, the study does
not attempt to favor or despise any particular apphn to the construction of Turkish
design identity. Besides the thesis does not intengudge the objects in question
themselves, but rather focuses on the discursitxeank that frames them. The purpose

is to mark the strategies of interpretation evidarthe context of/lk’ in Milano based

! Throughout the discourse of the exhibition, nagiofi modernization and Westernization have
been used interchangeably. Most of the time, batimg are applied to refer to modern design,
which is characterized by emphases on Cartesiamefey, functionalism and use of advanced
technology in the production process as exemplifigdwentieth century Western design. At
this point a third concept comes to the scene, wisianiversal. Similar with Westernization in
design, the term universal design style too cornedepict the precepts of modern design that
sought to form a common, homogeneous universalgdelsinguage. Moreover, widespread
application of modern design precepts are takesigams of the political, social, economical and
ideological stimulators of modernization in Turkeyhich are reduced and identified with
characteristics of Western culture such as progtestinological advancement and economic
prosperity. Henceforth, throughout the thesis #rens modern, Western and universal are used
interchangeably to signify modern design undersiend



on prevalent critical theories on cultural critmiso understand the way that design

products maintain historical attributes of cultudsntity.

The thesis is based on the claim that an attempjeterate a marketing identity for
Turkish design implies the existence of a specifitional culture peculiar to Turkey.
The latter derives from an essentialist understapdof homogeneous national
communities, which limits the scope of identityth® stereotypical imageries. Critical
theoretical study on the notion of national idgntnables the analysis of Turkish
design, based on a critique of cultural identityaasa priori entity. This analysis is
framed around the question of identity in the pmeeoon of globalization where

Turkish design discourse is mobilized as a margettrategy.

Assuming a link between design and culture requdegging both design and culture as
identity categories. Based mostly on postcoloritetdture, the study claims that Turkish
culture utilized in the discourse oflk’ in Milano is a construct, marked through a
strategic selection of particular values to be @ne=d. This involves a critique of the
notion of culture as a self-evident and unifiedeese informing the practices of

homogeneous communities.

In the context of Ik’ in Milano, Turkish culture is defined as an anachronistie on
including influences from a wide range of periodsl &egions. In addition, it is mostly
emphasized to have influences both from the Eadtthe West as a result of its

geographical location. This basic concept of Turkdesign based on the cultural



distinction between East and West in the exhib#idiscourse is conceptualized with
regards to the self-orientalizing attitude of Tshdness placed within a historical and

cultural background that marks the ideology beltivedconstruction of Turkish nation.

1.3. Structure

This thesis is a case study gik’ in Milano, based on theoretical discussions on the
problems of identity and representation. The dsigerfield of the exhibition catalogue
and the publications about the exhibit are expidaand supported by interviews with

the curators and the participant designers.

In chapter Il, the background that motivated thgaaization of /Ik’ in Milano is
clarified within the context of the historical démpment of industrial design practice in
Turkey. The emergence of the discourse on Turkesignh style is traced through the
social, cultural and economical shifts that infloeth the evolution of the discipline in
Turkey through a survey of design magazines andladiy researches. Finally, after
introducing the organization process, selectioreda and aims of/lk’ in Milano, its

results and significance is explicated both inrtaBonal and international design arena.

In chapter lll, the notion of Turkish culture inethdiscourse of/lk’ in Milano is
analyzed based on two different roots that areupnesl to underlie the national identity
of the products: Geographical and ideological. His trespect the possible resources

utilized in the inventory of Turkish culture anceteffects of the binary of East / West,



modern / traditional and history / progress evidaendefinitions of Turkish culture are

discussed.

Having clarified the idea of Turkish identity evittén the discursive territory oflk’ in
Milano, the focus of chapter IV is based on the visupér®ry of products exhibited in
‘Ilk’ in Milano. Different approaches to the utilization of Tutkisulture are exemplified
and analyzed under the following strategies, witichracterize the use of the historical

heritage: Transformation, re-contextualization anglication.



CHAPTER I

A MILESTONE IN TURKISH DESIGN

Milan Design Week 2007, held between April 18-2&swf much greater importance
than previous international design events for thekish design community. Until then,
companies from Turkey had held exhibitions, Turkd#dsigners had exhibited their
work individually, and design departments of Middtast Technical University and
Istanbul Technical University had exhibited studewntks. But it was for the first time
in 2007 that a group of Turkish designers came thmgeto organize a collective
exhibition aiming at playing a pioneer role for Kish design in the global arena. The
exhibition entitled /Ik’ in Milano was introduced as a collaborative effort of a grofip
renowned Turkish designers namdll to share their design approach with the
international design community. The press relealeusiastically announced that:

The “ilk in milano” exhibit will provide an opportity to experience “The
Turkish touch in design" with a group exhibitiomdaseries of events
coordinated by Nurus, the leading internationahiture company of Turkey.
(...) Designers in Turkey recently have been respanpdd new needs and
requirements to produce work that is more individget at the same time
contemporary, creating successful design solutidmt have resonated
internationally with their forward looking sensibjl

The “ilk in milano” exhibition will be one of theirbt opportunities for the
global design community to see this recent creadeelopment coming out
of Turkey and by Turkish designers from aroundvtioeld.

The products shown in “ilk in milano” will show thermonious synergies of
the richness of Anatolian heritage transformed intmtemporary design
through leading-edge technologies and manufactuprmgesses. (...) The



qualities of this design exhibited, will undoubtedbe a revelation to
exhibition audiences who for the first time in Milawill see the unique vision
produced by this community of designers based harigelstanbul, Turkey.

(Ilk in Milano Press Release, 2007)

Although a series of international industrial desigxhibitions have recently been
organized by different institutions]k’ in Milano is considered to bear a prominence in
marketing design from Turkey since it is realizedthe design capital of the world,
Milan, within one of the most important design etgeiMilan Design Week. Despite the
other preceding attempts, it is widely accentuatethe “first” exhibition organized at a

global scale attracting the largest number of pipaints.

The line of international industrial design exhiis that includes Turkey actually
started withDesign from East to West — Designers from Turkdychwas held within
the Tendence Lifestyle Fair 2004 in Frankfurt. sworganized by ETMK (Industrial
Designers’ Society) with the participation of sete&mm designerslurkish Blossomn
2006 Saint-Etienne Design Biennial followed thiibition. It was the smallest in scale
and composed of a selection of five projects exibin Istanbul Design Week 2005.
Then came/lk’ in Milano with the cooperation of thirty-six remarkable desfigures

with the idea of bearing collective social respbilgy to promote Turkish design.

Cooperation was a fundamental theme in the orgaoizgrocess of the exhibition.
Moreover, it is the power of the idea of collabaratwhat endows/lk’ in Milano its
status as the first exhibition and hence its piangeole is emphasized in almost all of

the introductory texts on the exhibition. In onetbé leading newspapers of Turkey,



Sabah the exhibition is promoted as the effort of leadiTurkish designers who got
together as “one heart” to represent Turkish desighe fair Sahinbg, 2007). Another
widely circulated newspapeRadikal underlines that the exhibition is considered as a
“social responsibility” and “a mission on behalfat” by the participant designers who

are now “a single body” to promote Turkish desigar@kartal, 2007).

Relying on these criteria, Alpay Er accepts theldkbn as “the first and the most severe
examination concerning whether Turkish design ccuwdde established an authentic
design language depending on a common identity07a0 p.30). (Translation by the
author) Advertising the exhibition as a pridefukatanalogous to the country’s sporting,
political and cultural successes such as orgaoizatif Formula 1 motor racing in
Istanbul in 2007, participation in the NATO in 198ad selection of Istanbul as culture
capital of 2010, Serhan Ada poses the same queStuld it be appropriate to look for
some kind of identity at this exhibition, ofgenius lociin a country which inevitably
finds itself on migratory routes, where the mostiant civilisations crossed and where

different cultures and religions peacefully co-€x{2007, p.162)?

In the same manner, Tevfik Balglo mentions that/lk’ in Milano has supplied the
chance for Turkish design to be recognized globalyg climb to “the first league”
whereby it became inevitable to determine the basia Turkish style in design (2007a,
p.63). However, in a subsequent evaluation he @p0iderlines that the exhibition does
not point to the existence of a Turkish designesthlut it rather reveals the enthusiasm to

generate one. He argues that there are obviousn®g&s do so, which can be enumerated



as: taking place within the existing national dasgiyles such as lItalian or Japanese
design, creating difference through forming anioagiglobal brand, making it easier for
Turkish designers and products to be recognizaieroving trade and contributing to

national economy.

These ambitions, along with their righteous cawse® not brought up all of a sudden as
a result of this exhibition. The ongoing debategarding the construction of an authentic
Turkish design identity have emerged as a popafactin Turkish designers’ agenda as a
result of Turkey's integration into the global merk especially accelerating with

Turkey’s participation in European customs unionlBB5. In addition, as a result of
increasing industrial and social interest in theldfi from the late 1990s onwards,
industrial design in Turkey has entered into a potide period in terms of the number
and quality of products designed in various secfohe repertoire of those products laid
down the groundwork regarding whether it is posstbl talk about a style that is unique
to design from Turkey. Consequently, discursive aiglal frameworks of Turkish

design were constructed through the search forspgeeific characteristics that those

products share.

‘IIk in Milano is expected to be a milestone in the evolutiorindiustrial design in

Turkey because it is believed to pave the way &stjan the state of Turkish design by
supplying a contemporary documentary of the desigrk created during this period.
Therefore, in order to understand the emergenckuddish design and the organization

of the exhibition ‘/Ik’ in Milano, contemporary definitions, debates and issues



surrounding industrial design practice in Turkeycdeo be elaborated from a historical

perspective.

2.1. The Background

The construction of Turkish style in design is anpanied by the developments in the
practical field. Therefore, the emergence of suchldiscourse cannot be analyzed
independent from the historical development of firactice of industrial design in
Turkey. In this respect, before clarifying the ss@round the emergence and rise of local
emphasis in design, the economical, social andi@iltontext behind the formation of

the professional field in Turkey will be elaborated

2.1.1. Historical Development

The emergence of the first accounts of industrgligh in Turkey is relatively recent and
there has been a considerable progress in thedididin the last decade. Since the early
1990s there have been quantitative developmenthanindustry as observed in the
increase in the number of companies that resadesign as a competitive strategy. The
establishment of design consultancy firms genegasielf-employment opportunities for
designers followed this. Likewise, there has beeudden rise in the number of events
and publications dedicated to industrial design meet the growing public and
professional interest in the field. In additiontleese activities are the developments in

design research and education. Especially desggareh has become such an extensive

10



field that design history, theory and practice iarkey has started to be elaborately

documented.

The emergence and evolution of industrial desigiurkey has widely been studied in
relation to the development patterns of the praciic Newly Industrialized Countries
(NIC). For instance, the study conducted by indalsttesign scholars Alpay Er, Ozlem
Er and Fatma Korkut (2002) supplies a detailed oeer of the development patterns of
industrial design in Turkey as a NIC. In this stut§iCs are defined as the countries
whose economic development is grounded on indligaien from the 1960s onwards.
Scholars trace the development of industrial desigiurkey focusing on seven different
levels, which are: governmental development strasegsectorial scope of industrial
design, industrial design at firm-level, institutaization of the industrial design
profession, governmental policy developments fatustrial design, industrial design

education and research, and industrial design diseo(Er et al., 2002). Governmental

2 The furniture sector is an apparent example ircvisuch companies like Koleksiyon, Derin
and Nurus have emerged as design oriented compaoi&sg either with in-house or freelance
designers. On the other hand, most of the desigratgipating in‘/k’ in Milano have their
own design consultancy firms working with a widage of national or international clients.
Today, the design press is relatively rich in tbardry including such industrial design oriented
magazines like XXI, Tasarim and Icon in additiorthe more mainstream interior architecture
and decoration magazines like Maison Francaise HEied Décor. Design events have also
witnessed a recent rise marked by the series afitisi Design Week initiated in 2005, a series
of seminars organized by the cooperation of ITUubtdal Design Department and Icon and
annual design competitions organized by such ingtits like 1IMB (The General Secretariat of
Istanbul Mineral and Metals Exporters’ Associatianjl ETMK.

To give a very recent example to the research ageduon Turkish design practice and
discourse, the proceedings of th&National Design Conference entitled “DiscussingiDe in
Turkey” gathers the research of scholars and pi@utrs of the field under the titles of design
education; design theory, methodology and critigisi@sign, production and industry; design
and identity; Turkish design history; design law;edia, discourse and design and
communication and interaction in design.

11



development strategies regarding industrializaticage and foreign investment are given
particular emphasis as these are taken to be @abig influential on the progress of the
rest. The development of industrial design is exaaiiin five phases depending on the

developments in these levéls.

The proto-design phase includes the period unélldte 1950s and is marked by the
absence of a design practice in the country. luges two sub-periods. The first one, the
pre-industry phase, lasts from the foundation akiBln Republic to the beginnings of the
1950s. The absence of industrial design practi¢eisnperiod is related to the agricultural
based closed economy especially during 1930s absl he second sub-period starts
with the 1950s, when Turkey began to follow a corapeely liberal economy that

resulted in the emergence of private companiesaarational market of industrial goods.

The second period is called the embryonic phaseitastarts with the initiation of ISI
policies in the 1960s. ISI policies in Turkey, angiat the industrialization of the country
were based upon protective strategies againsigfoi@ntention by means of high import
tariffs, countenance of national industry with goweent subsidies and attempts to
extend the domestic market through high wage @difkr et al., 2002). Industrial design
in Turkey has also emerged in this period as dtre§iSI policies. While architects and

craftsmen could be marked as first designers iilgdesriented industries like furniture,

% The original model developed by Alpay Er to defil¢ development patterns of industrial
design in the NICs consists of seven phases. Biagu® phases are excluded from this study
since they are not yet believed to occur in Turkishtext. For the original model see: Er, H.A.
(1997) The Development Patterns of Industrial Desigthe Third World: A Conceptual Model
for Newly Industrialised Countrieslournal of Design History(10) 3, pp. 293-309. (Oxford
University Press, UK).
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in investment driven industries such as electroaius white goods design was perceived
as technology transfer. What is significant in teroh design practice in this phase is that
design is generally behold as a cultural practathar than a commercial activity (Er et

al., 2002).

The so-called emergence phase of industrial desigrurkey takes place in the 1970s.
This is the period when ISI policies were intenbivapplied, marked by a highly
protectionist economic policy and Turkey was defi@s a NIC. Industrial design in this
period started to take place as an industrial @gtwithin a limited number of industries
such as furniture, ceramics and consumer durablesigners adopted an imitative role
adapting the products in the international markettlte demands and production
capabilities of the domestic market (Er et al., 200The 1970s also witnessed the
initiation of the first undergraduate design progsain IDGSA (Istanbul State Academy
of Fine Arts) in 1971 and in the Middle East TedahiUniversity (METU) in 1979.
These educational endeavors were supported by dbedation of The Society of
Industrial Design (ETD) and promotional design dgesuch as the first industrial design
competition in 1970 and two exhibitions organizegdMETU in 1972 and by IDGSA in

1976 (Er et al., 2002).

The next stage is named as development phasetagmadion phase. It started with the
shift from ISI policies to export oriented onesthe context of the liberal economic

policies adopted in the 1980s. The initiation @efimarket policies led to a reduction in

* ETD was closed shortly after its establishmenil@78; however, in the study the reasons
behind its closure are not introduced.

13



the investments in the manufacturing sector althahg amount of exports reached their
peak especially in industrial goods. With the nieeral economic policies of the 1980s
Turkey’s definition as a NIC was further accentdatgr et al., 2002). However, export
oriented growth policies did not encourage develepi® in industrial design and design
witnessed a recession in this period. This is beeahe industrial sector was largely
ignorant of design’s prominence in market succesth few exceptions like electronics

where the need for design was beginning to be rezed (Er et al., 2002).

The last phase, which began in the mid-1990s ikdaalevelopment phase Il or re-
emergence. In this period Turkey entered into tibernational market with the impact of
the boost in economic liberalization policies. Extpled strategies, integration into the
global economy and the growing trade between Ew@mmopénion and Turkey mobilized
intensive developments in industrial design. Astkiage, it became indispensable for
Turkey to resort to competitive strategies in pdduesign and technology.
Consequently, design was adopted as a value imegestsategy for market success in the
process of rapid globalization. There has also btmmible development in the
employment opportunities for designers with newdiablished design consultancy firms
and independent design studios apart from the asarg number of in-house designers
(Er et al., 2002). The first international desigmposium, Design, Industry and Turkey
was also organized in this period by METU. In 1988signers attempted to found a
professional institution for the second time, whiekulted in establishment of Industrial
Designers’ Society (ETMK) in Ankara. The publicatiof the first industrial designers’

catalogue following the Designers’ Odyssey '94 Isitial Design Exhibition and the

14



distribution of first design awards by ETMK in teghibition are other developments of

this period (Er et al., 2002).

2.1.2. Emergence of Turkish Design Discour se

The historical development pattern developed bystigolars of the field clarifies the
economical framework behind the emergence and derednt of industrial design in
Turkey. As the scope of the discipline expandebbfahg these economical and political
shifts, debates on the stylistic and formal aspettedustrial design practice intensified.
Gokhan Karaksg, industrial designer and author of the bobkrkish touch in design:
contemporary product design by Turkish designerddmade published right aftetr/lk’

in Milano, (2007) depicts design development in Turkey foaysam the shift in the
understanding and formal vocabulary of design. iéart of his analysis is the emphasis
on the application of modern design approachesunkély in certain periods. He starts his
analysis from the 1980s during which economic meforgave rise to the birth of the
concept of design in Turkey. He views this perigdttze prelude to internationalization
following the growth in especially manufacturingdisstries like automotive, textile,
consumer electronics and furniture. Industrial giesn this period was established as a
corporate strategy rather than being perceived a&seljn a matter of surface
embellishment. Karalgualso refers to the role of consumer preferenceanasfluential
factor in design practice in that period. As heuagy with the impact of the upper classes
that were the design consumers of period, desigirurkey was mostly dependent upon
Western models, because these classes were dimgplayigreat interest in Western

lifestyle. Yet, this interest was considerably stip@l and was concentrated merely on

15



mimicry of the prominent fashions of the term esalgc observed in European centers

like Paris and London and partly New York.

According to Karaksgl (2007), design in Turkey has entered a totally pewod with the

pick up in the economy in the late 1990s followedtbe big economic depression in
2001. Consequently, the developments procuredeipthctical field of industrial design
in Turkey in the 1990s come to supply the basistlfi@r local emphasis in design that
especially occurred right after the economic depoes Henceforth, rather than solely
following Western design models designers startedetek inspirations from historical
heritage, traditions and popular Turkish culturethis period. Therefore, Karakisees

this development as the rise of a pragmatical amtréo design.

However, Er (2007b) criticizes Karafs contention regarding the emergence of local
emphasis in design. Rather than explaining thiteims of pragmatism, he suggests that
the emergence of such an emphasis is inextricablgted with the dynamics of
globalization. So, as he underlines, utilizationcaftural resources in product design is
not an internal transformation aiming to ameliorttie domestic market, but aims to
satisfy the interminable demand for innovationhia global market. In the same manner,
Balcioglu (1999) refers to the impact of globalizatiorr@nforcing the emphasis on local
influences in design. He argues that the main detemt giving birth to local design is
the influence of cultural interaction reinforced ¢igbalization. As he further explains;

(...) the serious privilege local designers havehé unprecedented creative
design inspired from their culture which is undanstably not well known in

the West. Novelty is what design perpetually irssigpon and instigates.
Unknown territories always promise serendipity amiexpectedness. The
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potential of local design is within its capacitydapromises of new designs.
(Balcigglu, 1999, p.66)

In any case, the generation of a locally definesigiteapproach denotes the role of design
as a significant component in the production sgiiate of the global market. As design

started to be handled as a branding tool, the esiploa local themes gained popularity
among Turkish designers and industry pursuing matiswnal recognition and success, in

order to survive in the harsh competitive condsion global economy.

Apart from offering advantages in the global markbée use of local themes in design
became an influential element in the national asnavell. In the discourse analysis that
industrial design scholar Harun Kaygan (2006) catell on the popular design

magazine Art Décor, he examines the issues publisben 2003 to its closure in 2005 to

figure out the criteria that are engaged to evalusign products and designers. The
findings of the study reveal that, in the evaluagowocess of products, the stakeholders in
the field such as designers, academicians, magaaimeé professional institutions adopt

the expression of Turkish-ness as a prominentrimite

As Kaygan further underlines, interpretation of Kisih culture and appropriation of
traditional elements in design came to indicatehhggatus for both products and
designers. He argues that, in the evaluation psooesthe basis of Turkish culture,
designers are constructed as subjects who arengbjm for representing Turkey and
Turkish design, perpetuating and promoting Turkahture through a process of

appropriation of traditional and historical elen®nin this respect, the products and
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designers that successfully represent Turkey and#ishu culture at the international
arena are endowed with a “representative statusis 3tatus is further justified in the
light of the hierarchy between the categories akish and Western, whereby Western
institutions and mediators in the design field h&ween granted with the authority to
judge. This hierarchy is apparent in the comparis@aae between the work of Turkish

and foreign designers wherein the latter is appdagnd shown as a model to follow.

Research on design discourse and practice in Tugwmals that the hierarchy between
Turkey and the West is an important concept in tstdading the emphasis on the
appropriation of cultural and traditional elementslocal design discourse. The case
study that Aliilhan and Alpay Er (2007) conducted on the ETMK fBlat e-mail list
draws attention to the role of xenophilia in thestouction of such a discourse. In this
study,ilhan and Er examine 4051 mails sent to the ETMHKf@lm e-mail list between
2004 and 2006 in order to analyze the ideologiocalstruction of the field. Among the
mails that have been sent to the platform, compariamong Turkish and foreign
designers has been one of the most popular topcsssed by the designers, students
and academicians in the list. In most of thoseuwdisions, Turkish industry and society
were accused of admiring foreign and particularlyestérn designers while
underestimating the talents and potentials of Blrkones. In this respect, foreign
designers emerge as the “big negative other” okiShrdesigners. Most of the designers
claim this to be a result of xenophilia, an intingalue of Turkish culture and the
illness of Turkish modernism. Through their stuiliyan and Er argue that cultural

emphases in design emerged as a response to tta@chieal position of Western
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designers and design models in the minds of corepaamd the public. Turkish culture
has started to be accentuated as the potentialirddsh designers in creating a global
brand such as Italian or German design. Conseguéind idea to construct and promote
an original Turkish design style that appreciates atilizes Turkish values came to play

a prominent role in the professional developmenndtstrial design in Turkey.

The enthusiasm to generate an original Turkishgdestyle did not rise only in the
media and among design practitioners as scholacs @rticipated in the discussions.
For instance Secatir (2006) with a relatively historicist and esaist understanding
suggests that the most proper way to follow intéonal recognition and success for
Turkish designers is to adopt a design style thaepresentative of the essence of the
Turkish nation. For this reason, she cites a nunabesources that form the basis of
Turkish cultural heritage including examples franaditional handicraft and arts such as
miniatures, tiles, calligraphy, wood carving, tamgiand glass-ware. According $atir,

the transformation of these cultural values intdeativalues within the contemporary
global market by means of a vivid, colorful and gienmode of appropriation is the key

responsibility of Turkish designers.

In the light of all these developments, exhibitiooganized both in Turkey and
particularly abroad, gained a prominent role in ttwnstruction and promotion of
Turkish style in design. This intention is manif@stwo design fairs organized by the
Art Décor magazine entitled ADesign Fair, in 20081 £2004. Both exhibitions were

primarily organized to support the establishmera afrong design culture as a response

19



to recent developments in industrial design as aglto promote Istanbul as a design
center. Especially the second ADesign Fair with mh@tto From Turkish Delight to
Turkish Designgxplicitly disclosed the recent tendency towalus éstablishment of a

national design brand (ADesign Fair 2004, 2004).

The ABC design exhibition with the thenggobal Turk followed the ADesign Fair

series. The exhibition was planned by Ali Baba giediab. as a parallel activity to the
UIA (Union International Architects) congress in0B) which was realized in Istanbul
and was announced in the congress catalogue. Asildgethe international audience
participating in the congress, the exhibition aimgd highlight the products that
introduced Turkish style to the international fielldd hence participated in the formation

of Turkish design (abc¢ tasarim sergisi : ‘Turkiga'dbir tasarim hareketi’, 2005).

Fesorient International Ethnic Lifestyle, Fashiamd aDesign Festival, organized two
times in 2006 and 2007, was also devoted to theedimation of Turkish design style
aiming at “gathering all commercial, artistic andtaral actors that produce work that is
inspired by ethnic and authentic values that fohm keystones of our culture and
integrate them into our contemporary aestheticat@ches” (Ozler, 2006). (Translation

by the author)

Such a substantial popularity of national desighil@kons laid down the groundwork
for the inventory of the visual and discursive feamorks of Turkish design. A

satisfactory repertoire of products constitutedotigh these exhibitions inspired a
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number of designers to introduce this novel apgrd@ashioned byTurkish touch in

designto the global design field.

2.2. TheForeground

‘IIk in Milano is the first of the series of exhibitions plani®da group of designers
entitledilk. The foundation of the group was laid during thellfdéper exhibition that
took place within Milan Design Week 2006. Turkisksijners participating in the
exhibition proposed to gather together with otheterinationally renowned Turkish
designers in a collective exhibition to be orgadizéthin Milan Design Week 2007
(Kuzu, 2007). In an interview conducted by Arkiteame of the founders of the group
Inci Mutlu states that the idea of organizing sunheghibition came to her mind after
seeing European governments organizing their owsigdeexhibitions and encountering
negative conceptions about Turkish design in sooreign design magazines. She
further states that:

We have a common purpose of announcing the existehd urkish design
identity and paving the way of Turkish manufactaremd designers by
improving the image of Turkish design. Those tlaeetplace in this project,
(...) are the ones who carry a social responsibiiitytheir country. This
project should actually have been organized andgéted by the Turkish
government. Because, it is an important work whaleo benefits the
improvement of Turkish economy. (Mutlu, 2007b) (Tstation by the author)

Hence, the group is founded on the self-initiatobfea number of designers who are
willing to share their design approach with thesinational design field and industry.
When Mutlu first announced the establishment ofugran the design appendix of
Radikal,it included 25 members: Alev Ebuzziya Siesbyesé\Birsel, Defne Koz, Ela

Cindoruk,Inci Mutlu, Nazan Pak, Oya Akman, Seyhan OzdemimakdSerbest, Alper
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Boler, Arif Ozden, Atilla Kuzu, Aziz Sariyer, BlldnOzden, Can Yalman, Derin
Sariyer, Faruk Malhan, Koray Ozgen, Kungakerciglu, Mehmet Ermiyagil, Omer

Unal, Sefer Cglar, Sezgin Aksu, Tanju Ozelgin and Yilmaz Zendéut{u, 2007a).

To accomplish the organization of such an extensxaibition, the group first
established a platform over the Internet to comicatei with each other about possible
projects for the development of Turkish design (IMu2007b). As they started to share
their plans with other Turkish designers the sizéhe group increased to 36 designers
with the participation of Ali Bakova, Aykut Erol,r&éem Akan, Gamze Glven, H. Demir
Obuz, Julide Arslan, Mehtap Obuz, Meltem Eti Préflirzat Kog, Nil Deniz and Sema

Obuz.

Afterwards, preparations for the exhibition speededand an execution council was
devised to determine the products to be exhibitedsisting of Adnan Serbest, Aziz
Sariyer, Can Yalmarinci Mutlu and Sezgin Aksu. Each designer was askesend

four of their products for the exhibition (Gokya2007). However the decision of
products to be exhibited was not based upon anycpkar criteria and the exhibition
emerged as a collective effort without the aid etigator (Mutlu, 2007b). The execution
council only paid attention to maintain varietythre kind of the exhibited products to

ensure that they did not consist exclusively ohiture (Gokyay, 2007).

After the completion of the selection process, tesigners started to search for

sponsorship to cover the high amount of requirqeeegitures. At that stage Nurus, one
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of the leading international office furniture compes of Turkey, came into the picture
and undertook the organization of the exhibitionhwa sense of duty (Mutlu, 2007).
Nurus is well known for its efforts to support tssemination of a design culture in

Turkey and up to date they have sponsored a nuafiaiEsign events.

The preparations for the exhibition started by émel of November 2006 and were
completed in a considerably short time (Gokyay,7208n exhibition area of nearly 400
square meters was hired by Nurus in SuperstudioifPidona Tortona, which was
designed by Silvia Suardi and Sezgin AR®Beril Tokcan conducted the graphic design
works of the exhibition. The promotion of the exhdn was not limited to the press
releases published by the design media. The evastalso announced through the
medium of the Chamber of Commerce in Italy and Thekish-Italian Labor Council

(Gokyay, 2007).

® The 27th Graphic Works Exhibition by Graphic Asigrofessional Organization (GMK) in
June 2008, Arkimeet Zaha Hadid Conference heldtanbul in 2007, Scale 1/X Conference in
2006 inistanbul and UIA World Architecture Congress whichsweld in Istanbul in 2005. In
addition the student exhibition of ITU Industriakgign Department, 5 Senses of Istanbul which
also took place within Milan Design Week 2007 wasrsored by Nurus (Nurus, 2008).

® Milan Design Week, originally named as Salone rimeionale del Mobile, is actually
composed of two different exhibition areas. Thetfone is Milan Fair (Fierra Milano). In 2007
the area used for exhibition in Fierra Milano wa.000 square meters for a sum of 1305
exhibitors 1097 of which consisted of Italian extils and 298 non-Italian. The fair was visited
by a total number of 270.000 including ltalian ammh-Italian public and journalists (Cosmit,
2008). The second exhibition arena consists oéwfft districts in the city. Zona Tortona is one
of the most popular exhibiton areas which has heea to organize parallel design events with
Salone Internazionale del Mobile since 2002. In72d0ncluded 150 exhibitions includindlk’

in Milano, covering an exhibition area of 28.000uae meters in 50 different locations
attracting attention of 80.000 visitors (Zona To&p2008).

23



The endeavor of designers and Nurus was well redeand the exhibition witnessed
close attention of media, public and other designdk’ in Milano received invitations
from other esteemed design events in around thielwach agraris vig London100%

Design Rome, Florence and Palermo Design Week (Bglej@007a).

Apart from the international resonances of the leiion, its results for the national
stakeholders cannot be underestimated. The definidif its representative role as a
social responsibility aiming at the economical depment of Turkey and the
improvement of the image of Turkey and Turkish dgesrenders the exhibition a

significant role in the formation of Turkish idetytin design.
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CHAPTER I

THE PROBLEM OF IDENTITY

Both the background and the foreground‘ @’ in Milano clearly indicate that the
communication of Turkish identity was a major camce the organization of the event.
The organizers believed that industrial design fiwadn Turkey had matured enough to
be acknowledged globally. As such, Turkish desigulad successfully take place within
the existing national design styles in the mart&iran Gokyay (2007), the manager of
Nurus, states that/lk’ in Milano was organized to show that Turkey, which is
considered to be continuing contract manufactubpd=urope, has recently withessed
an awareness of design and could design qualitylysts in various realms of
manufacturing ranging from furniture to automotiVée organizers and the participants
had a common purpose of paving the way of developrfee Turkish manufacturers
and designers by improving the image of Turkey &ndkish design. Gokyay further
emphasizes that:

Among other things, we also wanted to display oomotonal aspect as a
Mediterranean country. By naming the exhibition ast‘Turkish design” but
“Turkish touch in design” we wanted to emphasizat th is a touch, a style
and a fashion by avoiding nationalizing design mmech. What we basically
should do was to show that we are capable of cgatjood design,
developing good ideas and producing fine producid & present this
capability not only related with Turkish-ness bisitaas a result of the aspects
that we adopted from the rich geography and cultoesitage of Anatolia.
(Gokyay, 2007, pp.38-39) (Translation by the adthor
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Despite the attempts to avoid issues of national&ference to “Turkish touch in
design” entails e certain degree of mythicizingiora! identity. Indicating a magical
touch fashioned by a genuine Anatolian culture ofjraat historical heritage, the
approach requires reducing cultural identity to satereotypical characteristics which
are reflected through the objects. Moreover, thpr@gch builds a naturalized link
between national identity and design, implying dipalar design approach peculiar to
Turkish culture, which has its roots deep in thehaic, historical dimension of a
national essence that is Turkish-ness. Implyingtioaity with an imagined past, this
approach indicates a primordial, unique and autauenTurkish essence that informs
the nation’s design approach as well as its squiattices. In this sense, it naturalizes
the concept of nation by means of defining it imte of a shared ancestral culture. As
cultural theorist Stuart Hall (1994) argues, suatoaception of cultural identity that is
presumed to be deeply embedded in a shared hst@gommunity comes to signify a
collective identity defined in terms of “one truelfs’ This “oneness,” Hall underlines,
emerges as the immutable kernel, the true essértestpplies the nation with its
particular characteristics. It is such a conceptbmational identity that underlies the
notion of Turkish identity as represented througg textual and visual discourse' @k’

in Milano.

However, as leading cultural critics have long adjwnations are modern constructs that
are constituted through representation, rather beng a priori, autonomous and self-
evident entities. Benedict Anderson designatesonatias “imagined communities,”

which are imagined as timeless entities that “lamum of an immemorial past, and, still
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more important, glide into a limitless future” (19%p.11-12). The emergence of print
media, newspapers and novels in particular, and thesemination by means of
capitalist enterprises lies at the center of Anole’ssargument. Both forms of the print
media are considered as the representative mesihoough which imagining the
nation becomes possible. According to Anderson,nibigon of “homogeneous, empty
time” as represented in these mediators is the twienagine the nation as “a solid
community moving steadily down (or up) history” Z6), providing a sense of
connectedness among the members of the commumitysirhilar fashion, Eric
Hobsbawm (1983) also refers to the necessity ftioma to ground themselves in an
ancient past to create the illusion of primordial#énd uses the term “invention of
traditions” to refer to the modern origins of naso As Hobsbawm argues, traditions
that are supposed to be preexisting are actuattgnteconstructs and are invented
through “a process of formalization and ritualieati (p.4). Invented traditions signify
“a set of practices, normally governed by overtiytaxitly accepted rules and of a ritual
or symbolic nature, which seek to inculcate certzatues and norms of behavior by
repetition, which automatically implies continuityith the past” (p.2). So, invention of
tradition is an indispensable process to repregenhation as natural and timeless as

well as to provide a sense of belonging to its mensb

Hall (1992) points out that such a conception dfucal identity that is embedded in the
nations’ timeless essence played a prominent nmol¢he construction of individual
identities during the modern period. Having a naladentification was considered as

an inherent necessity, as “a man must have a @ditypas he must have a nose and two
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ears” (Gellner quoted in Hall, 1992, p.291). At teeel of national identity, each nation
could then be defined and differentiated from thbers in terms of the cultural

characteristics inherent in its inner core. Indeld,notion of national culture has played
a prominent role in the process of industrializatend modernity as it supplied the
emerging nation states with distinctive culturadi golitical institutions such as national

ministries of defense and education.

As Edward Said (1993) contends, conceptions of ithiy unified and autonomous
national cultures were made possible by coloninasiod further reinforced through the
processes of decolonization. Nations were formetherbasis of imageries of an ancient
past, which came prior to colonization, as in thayvthat ancient Greek culture has
supplied the background for European nations amigl culture for the ones emerging
in the Middle East. Said further argues that, #tusiception of culture refers to an
intellectually sophisticated plane where culturenes to signify the “best that has been
taught and said” in a given society’s reservoilirgéllectual activities. Once detached
from daily life and elevated to a dignified statdardellectual achievements, culture acts
as a source of identity implying a true essencere&vaesociety has achieved its best and

most important work.

To summarize, as the work of these cultural criliastrate, modern notions of timeless,
pure, autonomous identities that originate from yhncal past unify the nation under
the umbrella of a true cultural essence. The sefarcthis unity has been grounded on

several factors such as ethnicity, language omicglj which have soon proved
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insufficient foundations with reference to the pothat nations indeed consist of a
diversity of races, ethnicities, social classes gadders. As postcolonial critic Homi
Bhabha puts it, “nations, like narratives, losdrtegins in the myths of time and only
fully realize their horizons in the minds’ eye,”daa unified definition of the nation
emerges as a strong idea “whose cultural compulgsnin the impossible unity of the
nation as a symbolic force” (1990, p.1). Pointiogthhe impossibility of the idea of a
culturally homogeneous and unified nation, BhabhH#scfor the recognition of the
“particular ambivalence that haunts the idea ofomdt(1990, p.2). Following the idea
that nations are unified under a dominant and hege&mculture through violent
conflicts, Bhabha points to the necessity of atshif the focus from unity and
homogeneity to diversity and heterogeneity, moinifznotions such as transculturation,
displacement and hybridity. Through such notioraiamal culture can be handled as a
“discursive device which represents difference m@isywor identity” (Hall, 1992, p.297).
Since the 1990s, fixed notions of cultural identigve been replaced by a plurality of
identities supplying a variety of possibilities famtentification. Consequently, another
form of cultural identification became possiblefoam of identity that does not depend
on an unchanging essence hidden in the mists ef #w Hall (1994) states:

We can not speak for very long, with any exactnabsut ‘one experience,
one identity,” without acknowledging its other side.) Cultural identity in
this second sense is a matter of ‘becoming’ as agelbeing.’ It belongs to the
future as much as to the past. It is not somethitich already exists,
transcending place, time, history and culture. @altidentities come from
somewhere, have histories. But, like everything clvhis historical, they
undergo constant transformation. (...) Far froongeajrounded in the mere
‘recovery’ of the past, which is waiting to be faljrand when found, will
secure our sense of ourselves into eternity, itlestare the names we give to
the different ways we are positioned by, and pmsitburselves within the
narratives of the past. (p.394)
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This shift in the notion of cultural identity waarther reinforced by the dynamics of
globalization, by which national borders became enpermeable as a result of the
increasing mobility of people, knowledge, goods anltiures. This fluidity resulted in a
sense of inter connectedness between cultures whash further invigorated by the
advances in electronic media that made it easigrfaster to convey information from

long distances and thus created the feeling ofifeedrglobal society (McGrew, 1992).

Therefore, globalization made it possible to diatecthe notion of a unified cultural
identity bounded within a national territory. Pavagtally, although this
deterritorialization might indicate the fall of matally defined cultures, nations
continued to preserve their eminence. AccordingAmbhony McGrew, the reason for
this paradox lies in the dialectical characterisfithe process of globalization. Binaries
of ‘universalization / particularization’, ‘homogeization / differentiation’, ‘integration
/ fragmentation’, ‘centralization / decentralizaticand ‘juxtaposition / syncretization’
are all inherent in the idea of globalization:

By compressing time and space, globalization fortes juxtaposition of

different civilizations, ways of life, and sociatgatices. Thus both reinforces

social and cultural prejudices and boundaries whilsultaneously creating

shared cultural and social spaces in which theam isvolving ‘hybridization’

of ideas, values, knowledge and institutions. (19$025)
Time-space compression basically refers to thegases that reduce the prominence of
distance through accelerating the time requiredeoover long distances by means of
electronic media, advancements in travel and ecanawtivities. As McGrew (1992)

guotes, the term was first proposed by David Harteyrefer to the changes in

experiences of time and space in the globalizgpimtess. Acknowledging that time-

30



space compression was primarily fostered by theaohyos of modernity, Harvey lays
stress on the way that the process of globalizatias intensified this compression.
Creating an illusion of a shrinked globe, compmassof time and space detached
cultural identity from Ilimited national boundariessnd posed a concern for
homogenization, which is believed to eradicateedéhces among cultures. This concern
resulted in a situation, to which Jean-FrancoisaBaf1996), refers as “re-invention of
difference.” This phenomenon, gave rise to cultataliscourses of identity that assume

culture as a closed and stable corpus.

In line with the attempts to reinvent differencentemporary design discourse is widely
built upon the assumption that links the practi€éendustrial design to cultural identity,
resulting in the emergence of national design stglech as German, Japanese, Italian or
Dutch design. As trade and manufacture startedaiestend national borders and an
international market emerged, products have beandatdized lacking a distinctive
character. Consequently companies resorted to xpeession of national culture in
design as a means of product innovation and diffexgon in the global arena, where not
only cultural identities but also products are ¢desed to be homogenizing. Thus, the
reconstitution of national identity through desigacame dependent on the historically

inscribed imageries of largely stereotyped cultures

The first accounts of national design have beericaed in the catalogue text of the
Boilerhouse Project exhibition that took place I tVictoria and Albert Museum in

1985 (Walker, 1989). In the catalogue, productsnfrBritain, France, America, the
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Soviet Union, Italy, Sweden and Germany were coegbam terms of their differences
based on national characteristics. The latter vexlained through the hegemonic
culture of a particular group within the countryquoestion. For instance, design from
West Germany was depicted in terms of a “thoroughburgeois country with
thoroughly middle-class ideals — hard work, indydtrygiene and seriousness of intent,”
which builds the core of West German style marked “the extremes to which

functional aesthetic is taken” (Walker, 1989, p123)

Once the field is divided into national categorigaticular styles become representative
of the culture that they are considered to beldrg. example, Japanese design is
associated with “compactness” and “simplicity,” alniare characteristics considered to
be inherent in Japanese culture and informed dasditional design understanding

distinguishing it from other cultures (du Gay et 4B97).

Similar to the evaluation in the Boilerhouse extin, a contemporary review by
Francois Burkhardt attributes German Design sucluega as ‘“rationalism” and
“functionalism” which are presented as key valuégshe Enlightenment, which has

influenced not only German design but also wholen@a culture (Burkhardt, 1989).

In the same way, in/lk’ in Milano, Turkish design is depicted to be informed by a
unified national culture. However the organizer dhd participants of the exhibition
refrain from using the term Turkish design. Thegfpr the byword Turkish touch in

design as a result of their concern for risingoralist implications. However, they all
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reiterate that whether the style is named as Tlr#tesign or Turkish touch in design, it
should be appraised as a marketing strategy as o#imnally named design styles.
Nevertheless, however the style is referred tostil puts Turkish culture as a
constructive element at its center. The major corceof the exhibition are: How
Turkish-ness comes to act as a marketing identiti/leow it is utilized in the inventory

of form-ing identity.

3.1. Marketing I dentity

The idea of Turkish design inlk’ in Milano was justified as a marketing strategy.
Gokyay (2007) underlines that Turkish designersehalveady created their own market
in the country and are now ready to find new irdional clients. To accomplish this, the
exhibition aimed at gathering the works of all aoptished designers to show the highly
developed level of industrial design practice inkay. Only in this way the international
stakeholders of the design field would be made awéthe sophisticated state of design
practice in Turkey. Thus, for Gokyay this exhibitishould not be considered as the
elevation of individual designers in the globalrexebut as an event which will help to
indicate that Turkey sufficiently industrialized aieby designers were endowed with the
possibilities to produce high quality work. In tldentext, the level of the achievements
procured in the practical field of industrial desigmerges as the manifestation of the
development that Turkey has attained in the incaltation process. Any successful
design, therefore, will not only be associated wiité talent of its designer but also with

the country which has supplied him/her sufficieesaurces to realize his/her talents.
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Consequently, the design level of products comespesent the country’s industrial and

economical advancements and modernity.

A good example of a similar attitude comes from thgomotive industry. As Tim
Edensor (2002) points out, cars are significantmgtas of symbolic objects marketed
along their national attributes. Although each stafjcar production, from manufacture
of different parts to assembly, is now organizediifferent countries, the car industry is
still associated with a nation’s presumed charattes, economic wealth and industrial
development. Edensor gives the example of Briteshimdustry in which various brands
like the Rolls-Royce and the Aston Martin have lostgod for Britain’s economic
prestige rather than relating to any individualrepteneurship or brand identity. These
cars were also associated with aspects of so-cBHgidh-ness such as luxury, elegance

and nobility, which distinguish them from GermanAonerican cars.

So, for products to be competitive and distinctivghe highly saturated markets, it is
imperative to mobilize all the resources that wilpply them with special characteristics.
At this point, industrial design comes to play ampment role in endowing products with
their particular marketing identities. Throughole thistory of industrial design, product
variations within the market have been achievedandigg distinctions between age,

gender and social cla5dn time, design became an indispensable aspenianketing

" For instance, in the late nineteenth century thptesis on sexual differentiation in design was
at its peak since in that period men and women ctomkee strictly separated in political,
commercial and social life. Miscellaneous desigjecis such as clothes, brushes and watches
devoted to man and women drew on the existing inegef social distinctions between the
sexes (Forty, 1986). On the other hand, produderdifitiation regarding different age groups
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strategies whereby products have been inculcatéu added value that helps product
differentiation in the market regarding the presdnt&stes and choices of socially and

culturally differentiated target groups.

As architectural historian Adrian Forty (1986) camds, this was the result of industrial
design’s dependence on capitalist economy whoseesscand continuity derives from
the multiplication of objects in the market so agjenerate perpetual need for new ones.
Therefore, within the dynamics of capitalist protioie and consumer culture, objects
acquire additional value beyond their functionatrilatites through the cultural
qualifications imposed upon them such as feminjnigguthfulness or any national
peculiarity like British-ness or Turkish-ness. Orbese cultural attributes are solidified,
they grant the products with an exchange valuelditian to their use valu.

According to cultural critic Jean Baudrillard (198&onsumption does not stand for
satisfaction of needs. Rather than merely satigf@irpreexisting need, objects create the
needs. Baudrillard explicates the phenomenon oSwmption through four different
kinds of value systems. In addition to “the funotb logic of use value”, and “the

economic logic of exchange value” as defined byl Kéarx, Baudrillard proposes two

came into the open in the modern period sinceah pleriod human life was no more perceived
as a continuum but it was divided into differenapés such as childhood, adulthood and old age.
Product differentiation for different age groupsswaccomplished regarding distinct activities
that were seen to fit for each stage (Heskett, 1980

8 Use value and exchange value are terms employ&thbyin the Capital to explicate capitalist
consumption mechanisms. Use value relates to needs.simplest description objects acquire
use value as they meet needs. So, use value iedéfi terms of objects’ instrumental purpose,
utility and usefulness. In determining the use gaMarx does not distinguish between
fundamental needs such as nourishment and secondadgs which are not as vital. Exchange
value on the other hand is referred to as objemtehomical value, their price in the market.
Exchange value is central to the commoditizationgobds within capitalist system (Marx,
1967).
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more values which are “the differential logic ofysivalue” and the “logic of symbolic
exchange.” Sign value is grounded on the basisftgrence and it is the value assigned
to the object by its user to symbolize social valsach as taste, class and distinction.
Symbolic exchange on the other hand is groundethemotion of ambivalence. Gifts
constitute an example for symbolic exchange whiepetids on the transgression of the
economic. According to Baudrillard, it is the sigalue which plays a central role within
consumerism. Through the interplay of signs, a® sedhe process of advertising, the
use value of products centering on functional aspae transformed into sign values. In
this process the objects acquire their commodigyust in the capitalist market. Once
function is detached from the object, the prodwihg its commodity status through its
sign value. In other words the exchangeabilityled product becomes dependent upon

the role of the object as a social and culturatiigy.

In The System of ObjectBaudrillard (1996) gives a clear example of the
commoditization of objects. He refers to folklorexotic or antique objects as “marginal
objects” placing them in “the non-functional systénn the case of antiques, for

example, the objects acquire a mythological charestic as they represent the past.

The demand to which antiques respond is the derfandefinitive or fully
realized being. The tense of the mythological abiedhe perfect: it is that
which occurs in the present as having occurredformer time, hence which
is founded upon itself, that which is ‘authenti¢’..) The functional object is
efficient; the mythological object is fully realideThe fully realized event that
the mythological object signifies is birth. (...) Thatique object thus presents
itself as a myth of origins. (Baudrillard, 1996, p@-80)

The temporal representation that the antiqueslifadi a sign of authenticity grants these

objects the sign value within the market. When diyeamics of the global market is
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considered, the demand for the nationally marketedign objects is similar to the
demand for antiques. National design styles comtizedthe myth of national origin
wherein the archaic dimension of the national esseomes to act as a sign value. In this
respect what was once sacred for the nations ifretin the global market to attract

capital.

Postcolonial critic Arjun Appadurai (1986) refers the process of commoditization

through re-contextualization of particular objertsa value system as “commaoditization
through diversion.” As Appadurai suggests, things be granted commaodity status only
in certain situations. In other words, things carm®defined as commaodities during their
whole life cycle but they are filled with and engatiof commodity status at different
times. In this respect, diversion emerges as aesubbde of commoditization through

which objects are extracted from their original teotss and replaced within temporally,

socially and culturally irrelevant ones. As suchslifion, art and Western collections of
authentic objects are significant examples of dilzer:

In the high-tech look inspired by the Bauhaus, thactionality of the
factories, warehouses, and workplaces is diveddwtisehold aesthetics. The
uniforms of various occupations are turned intoubeabulary of costume. In
the logic of found art, the everyday commodity rianfied and aestheticized.
(...) It is the aesthetics of decontextualizatios€t driven by the quest for
novelty) that is at the heart of the display intigpw Western homes, of the
tools and artifacts of the “other:” the Turkmen dladbag, Masai spear, Dinka
basket. ... In all these examples, diversions ofghinombine the aesthetic
impulse, the entrepreneurial link and the touchtled morally shocking.
(Appadurai, 1986, p.28)

Likewise, it is this process of commoditizationdhgh diversion that made it possible to

construct marketing identities for nations. Thdidtaness, Japanese-ness or Turkish-ness
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of products are placed on the shelves of superrsatisplay windows of shopping malls
and in the pavilions of the international desiginsfaeady to meet the consumers’ demand

for authenticity.

Thereby, as Robert Foster (1999) argues, the nofioational identity has been detached
from the state and reterritorialized in the maiketmeans of a shift from political ritual to
commercial ritual. This means that narratives otiomality are now written via
consumption practices whereby the choice for natiprpromoted products comes to
mark the feeling of national belonging and allegith Reification of nationality as
consumer brands sets the nationality open to upéons in the market, raising the
questions: “What if nobody buys? Or what if natioo@ansumer goods (...) become the
property of foreign corporations? Or what if maimign-nationals buy and so demand
nationality in the forms thahey prefer” (Foster, 1999, p.270)? Hence, the purcludse
national brands creates an “alienated nationality’the local consumer while for the
foreign consumer it forms an “ironic nationalit\What makes mass consumption that
powerful as a form of imagining the nation is titahelps to render both co-nationals
equal in terms of their social, cultural and ecoimainstatutes, and eradicates differences
between nations:

for just as each bottle of Coke or package of liisaeplicates every other
one, so too are individuals within the nation ldtealike and equal. Similarly,
just as Coke and Pepsi are equivalent but diffdpeartds of colas, collective

° As Foster indicates “commercial technologies diammaking” can be traced back to the
nineteenth century when national mail-order catasgemerged as a mode of shopping.
Another precedent that he points is the internatifsirs such as the Expo series the history of
which also goes back to the nineteenth centuryianghich nations are marketed as brand-
names.
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individuals or nations are equivalent polities thdiffer only in their
constituent elements. (Foster, 1999, p.272)

In short, in the markets in which the goods are ketad along with their national
attributes, a new vocabulary to acknowledge orediffitiate various national identities
becomes possible through the practice of mass ogutgan. National identities enter in
the shopping centers as brand names wherein tleeyepresented in equal conditions
within the formal unity of shopping mall decoratipn but promoted through
distinguishing national characteristics. Likewiseternational exhibitions become the
means to express this equivalence, while pointmghe formal differences between
national identities (Foster, 1999). This is prelgiske intention which can be observed in
‘IIk in Milano. By representing th&urkish touch in desigto the universal design field,
the exhibition intends to underline that Turkeleliall the other countries -but especially
the European countries- has constructed a wortbwdekign culture as a result of the
recent developments she has witnessed in the prademodernization. Design coming
from Turkey is equal to the European models in seohthe quality of materials and
production as well as the applied technology. Tsirkdesign is distinctive due to its
cultural heritage which is influential especially the construction of its conceptual
grounds, and this will be the basis of its conthitnu to the international design field. In
this context the notion of Turkish culture formse tltonstituent element of this

contribution based on an assertion of difference.

39



3.2. Form-ing I dentity

In representing the products that are supposedetaustured by the richness of the
Anatolian cultural heritage;/lk’ in Milano enables critical questioning of identity
categories. The notion of Turkish design identionstructed through the discourse of
‘IIk in Milano has the notion of a unified Turkish culture at ¢éenter. Through the

exhibition’s discourse, the latter is accentuatetid the rich reservoir of values to which

Turkish design style owes its uniqueness and ailigyn

Such an understanding of Turkish culture, whicleaasidered to inform the designers’
approaches almost in an unconscious manner, imgileesdea of an ‘informing spirit’
peculiar to the national culture. This concept oftwwe was defined by Raymond
Williams as “a noun o€onfigurationor generalizationof the ‘spirit’ which informed the
‘whole way of life’ of a distinct people” (1981, ¥0). According to Williams, this
‘informing spirit’ that might derive from variousrigins such as religious, ideal or
natural, is considered to influence all sorts dfiglopractices, particularly those of high
culture such as art. The definition of culture dme tbasis of ‘informing spirit’

consequently gave rise to the acknowledgementeoplirality of cultures?

19 As James Clifford points out, alliance of the op8 of culture and art took place in the early
nineteenth century and they came to act as “siestdgr gathering, marking off, protecting the

best and most interesting creations of ‘Man™ (198234). As he further underlines, the ideas of
wholeness, continuity and essence have been edsentie construction of Western notions of

culture and art. This inclusive use of the ternidating a unified category has underlied colonial
agendas of culture that anticipate a hierarchy éetwhigh and low cultures or the cultures of the
colonizer and the colonized.
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The postcolonial notion of culture shifted the fe¢a cultural difference undermining the
concept of a homogeneous, unified culture. As Baghlits it:

(...) cultural difference is the process of te@unciation of culture as

‘knowledgeable’, authoritative, adequate to the staction of systems of

cultural identification. (...) cultural difference & process of signification

through which statementsf culture oron culture differentiate, discriminate

and authorize the production of fields of forceference, applicability and

capacity. (1994, p.34)
Thus, Bhabha contends that culture is not a holgibstance but is constructed through
an ambivalent process of enunciation wherein tist igarecontextualized in the present,
and tradition is translated into modernity as ansigf an archaic origin. When
conceptualized as such, the notion of a pure, ethifulture is replaced by the idea of
hybridity and heterogeneity of cultures. This tfan®ation unsettles the conceptions of
unified, traditional national cultures by placing amphasis on the idea that culture is
appropriated so as to give the illusion of homoggrend wholeness to a heterogeneous
and hybrid practice. Or as socio-cultural anthrogat James Clifford puts it, culture
starts to be handled as a form of collecting withrnart-culture system in which “diverse
experiences and facts are selected, gathered, heetaltom their original temporal
occasions, and given enduring value in a new aemegt’ (1988, p.231). This means
that, through cultural collection what is worth axating from the past is determined and
revived in the present in order to imply the couifiy of what is archaic, authentic and

traditional. Through such a collection, culturatifacts are recontextualized in the

ethnographic museums, tourist markets or discufsaraeworks.
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Despite the critical work conducted, the notioncafture as the ‘informing spirit’ of a

collective identity surpasses the notions of dezramgj and displacement brought by
globalization. As Jonathan Friedman (2006) arguless, substantialist conception of
culture is an operative aspect of globalizatiorhéTobjectification of culture is one of its
instrumental aspects, the reduction of the pradiaifference, of meaning, to a product,
a text, a substance which liquefied can thence famsoss all conceivable borders”

(Friedman, 2006, p.404).

When considered within the context of the globatkeg companies have utilized such a
reductionist concept to commoditize culture. Sas thotion of culture has highly been
influential in the construction of national desigtyles. It has also been central to the
construction of the Turkish design discoursé/ik’ in Milano. However, as it is often
reiterated, the way that the designers expressiShudulture through their work is never
direct and intentional. Cultural expression is aopbshed almost in an unconscious and
intuitive way by designers:

The work of these designers exhibits a modernisrsedbaon geometric
rationalism that merges informally with local qtias that have roots in the
lifestyle of Istanbul, and to a lesser extent, Afiah Turkey, Ottoman history
and indirectly nomad culture. This relation is iy means direct. What | am
speaking of is a cultural approach to design ttifitretains immediate and
present, qualities of handicraft and domesticit tls a de facto approach to
working with design objects in Turkey. Furthermahge to the way objects
are manufactured, by a mix of factories and artistire way they are used, by
a society with one foot in the Modern world and titeer in pre-industrial
agrarianism and all the shades in between, we lsgtethe way design is
produced in Turkey no matter how much organizedwsstern ways of
rationalism will always retain a palpable degreesefisational and symbolic
abstraction that makes it unique. (Kargk2007, p.26)
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As evident in the statement above, the ‘informipgit of Turkish culture is considered

to be cultivated in the unique geography of thentgy which has been subject to
influences of various civilizations in different nds. So, it is considered to be the
setting itself that gives the products designedurkey their characteristics, rather than
any conscious attempt to create a common naticgsigad style. However, depiction of
Turkish culture through the discourse ‘dk’ in Milano reveals the fact that Turkish

culture is a construct rather than a unified essesince its portrayal is selective,
whereby the influence of some cultures is overersigkd while others have been totally
excluded. Turkey's self-representatiorf ik’ in Milano was based on two different roots
that are presumed to underlie the national iderdftyhe products: Geographical and

ideological.

3.2.1. Geographical Emphasis

In the context of'/lk in Milano’ Karakwy (2007) places a strong emphasis on the
geographical context in which the designers prodhesr work. Through his analysis
geographical emphases are utilized so as to expliba distinctiveness of Turkish design
within the global arena. He states that:

Designers working in the Turkish context today combdeas with a degree
of direct relevance that shows how a new world bancreated out of the
practice of the old transformed through the cipberationalism. It is an
important statement in a period where Europe andt\Wave seen the rise of
superficiality and endless re-presentations of diaeeality that threatens to
degrade people’s connection to their real physioaeloundings. The case for a
new and present world intrinsically linked to ourypical, social and mental
reality is the case made by design coming out ok@wand Istanbul today. It
is an approach produced out of the immediate awdyal changing culture
that flows through the unique geography where Twrisefound. It is the
joining together of influences that are union ofyeld ways of living that
still have relevance to our daily lives and newmeés and technologies that
work in parallel to these old ways. (Karak2007, p.26)
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Design’s relation to cultural identity is mostly pained through geographical
references in the discourse‘dk’ in Milano. In the exhibition, the designers are divided
into two groups regarding their place of work. Thet group is named ‘Turkish
designers’ and the second ‘global Turks’. The farrgeoup consists of designers
educated and working in Turkey who share a comnpgnaach influenced by cultural
and historical awareness. These designers utikie&ceforms to reflect the local color
while their materials, production techniques arstiastics relate to a modern or Western
context. However, this group is again divided regag the level of abstraction applied
in appropriating the local elements. The first grauithin ‘Turkish designers’ interpret
cultural elements and concepts through such aesalbistraction that the references to
the local in their works remain indirect. The setaroup uses traditional forms in a
direct manner that includes no reinterpretatiorepkdor contextualizing these forms in
different materials and functions. On the otherdhdglobal Turks’ are composed of
Turkish designers who were trained and/or work atbygarticularly in Europe and the
United States. This group claims to offer an aléue perspective to the former with
their direct references to Western rationalismnmied by a personal vision rather than a

collective cultural oné?!

The division among designers based on their gebgralpbackground is rooted in the

idea that being in Turkey, which is a relativelynservative country cautious against

! Rationalization, as a precept of the modern designement of the twentieth century, is used
in the context of /Ik in Milano in an inclusive manner that it comes to stand fibrtree
underlying notions of modern design such as, ngecof ornamentation, emphasis on
functionalism and purified and simple geometrictegagion.
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outside influences, imposes particular conventigomsn designers (Karaku2007). The

conservative nature of Turkey is considered to lmendeterminant on the style of
‘Turkish designers’ than the ‘global Turks’. In shothe physical existence of the
designers inside or outside Turkey's bounded tereis is adopted to refer to the
stylistic differences among two groups. Conseqyengjeography emerges as the
territory in which national culture is embedded acdtivated. It is this cultural

background and shared history that gathers alktlesigners under a collective style
that is unique to Turkey. Hence, Turkish style desi from the great heritage and
expansive geography of Anatolia, implying an edteeind yet anachronistic culture

containing influences from different periods angioes.

The cultural framework drawn through the discowséllk’ in Milano places a strong
emphasis on the accumulations derived from theouarcivilizations that had lived on
Turkey’s geography including the Ottoman and BywenEmpires as well as various
Anatolian Civilizations. Among these, the exhibitimostly focuses on the influence of
Ottoman culture. While other resident cultures witifurkey’s geography are not
specifically named, but congregated under the titfeAnatolian civilizations, the
inspirational role of Ottoman heritage is mostlad time openly asserted. The emphasis
on Ottoman heritage is mostly apparent in the seleof the products which include
reinterpretations of the elements and concepts dhatconsidered to be of Ottoman
origin, such as water-pipe, fez, traditional Tumkibath and decorative elements

extracted from Ottoman architecture. Implying couatly with an imagined imperial
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past, the Ottoman heritage is adopted to take a&aganof Ottoman cultural

achievements in the construction of Turkish idgntit

The impression of Islamic culture on the constarcof Turkish design style can also be
traced through the objects exhibited'itk’ in Milano. Reinterpretations of forms like

minarets and domes of the mosques, abstractiorsymabols like the crescent and
textual references with an Islamic emphasis thropglduct names or product reviews

are most frequently resorted strategies of Turllis$ign style.

The geographical location of Turkey at the crosdsoaf two continents is another
influential factor in the inventory of Turkish cute. With regards to the position that
Turkey occupies between Europe and Asia, Turkidtuaiis defined as to be exposed
to the influence of both Eastern and Western cetuMoreover, as a result of its split
by the Bosporus, Istanbul is considered to be ityewhere this tension between two
cultures is most clearly manifest. Referring to fage 1990s, the time when the
application of a local design approach started &n goopularity among Turkish
designers, Karakudepicts the lifestyle of Istanbul as follows:

A guest to Istanbul in this period was exposed tbigh flying western
oriented society with its resulting living spacesganized along lean,
modernist lines. But at the same time this lifestyhas taking place within the
context of the very old yet resilient streams dfune that had been resident in
this geography for thousands of years. Designerg gensitive to being
modern yet also responsible to their geographyitinély found design
solutions that combined these multiple contextsinatural balanced way.
This balanced design was a catalyst enabling ts Turkish society to live a
lifestyle which allowed individuals to feel comfaltle in the many different
contexts Turkey's geography occupied, be they Westeastern, modern or
traditional etc. (2007, p.22)
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The centrality of Istanbul and its lifestyle to Kish design practice does not only derive
from its strategic location between two cultures &lso from the fact that it is the heart
of all the economic and industrial activities ofrkey, including industrial design. That
is to say, since most of the designers in Turkeykviio Istanbul and are nurtured by its
hybrid and in-between culture, their work and apploexhibit a commonality, which
can form the basis to define Turkish design stylegeneral. Moreover, even the
designers who conspicuously reject the notion dfonal culture as an inspirational
source acknowledge the special status of Istargalfactor that affects design practice,
like Mehmet Ermiyagil, who states that:

| never thought Turkish culture had impact on mprapch to design. But |

always believe Istanbul is an extreme catalysedeweloping ideas for its

inhabitants. | feel that it is really difficult tdescribe what is quintessentially
Turkish today, but Istanbul always provoke ingiigihess for others with its

well placed location at the region which takes atlages of global dynamics,
that it what | believe which triggers the excitemémurkish Touch to Design,

2007, p.143)

Crafts and traditional arts are other resourcdgedi in definitions of Turkish design.
John Heskett underlines that, “in the history adustrial design the twin themes of
continuity and change constantly recur in differgnises, and at times pronounced
tensions have been created by their conflictingatets” (1980, p.7). According to him,
this paradoxical state of industrial design actualerives from the emergence and
development patterns of the field as a specialradtice. Industrial design emerged as
a separate discipline as a result of division bbtain the production phase in tandem
with the developments in industrialization. Heskexiplains that although industrial
design has originated from the craft traditions“#gmergence has not been simply a

linear evolution from handwork to mechanical pradwe but, rather, a constant
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diversification” (Heskett, 1980, p.7). As craftsdadesign were separated the former
came to act as “residual phenomena, anachronisrdssarvivals from the past”
(Walker, 1989, p.39) in the industrialized socigtielowever, in spite of advancements
in mass production crafts have played an importalé in the construction of the
modern design movements which were lead by the &rtsCrafts movement. As John
Walker highlights, crafts tradition still persidisday many times as a sign of luxury,
exclusiveness and nostalgia especially appreciayedpper income groups. Besides,
crafts today still occupy an important place inhbdesign and manufacture processes
especially during the production of models or ptgpes (Walker, 1989). In this context,
creation of objects by means of processing new randern materials with old and
traditional craft techniques or mass-produced pectslthat pretend to be craft objects
are two popular approaches that can be observeikirin Milano. For example, Ali
Bakova is a designer who devotedly works to revhe traditional crafts within the
contemporary context. He states regarding his mtscexhibited iri/Ik’ in Milano that:

We are living in a fluid thought period; from cuiéuto culture, discipline to

discipline, role to mission, ability to expert... veannot avoid the flow of

anything. The meanings that we find inside the glegiroducts disappear in
this fluid absence. This exhibition takes its refere from the craftsmen who
are designers of the old times and the productheh in which they had

reflected their souls and it is a wish to rementheir names once again with
the products that are prepared in the effort ofiftdge to Turkish craftsman.
(Turkish Touch to Design, 2007, p.137)

In short, it is possible to claim that the assaoret established with the traditional craft
culture in Turkey are utilized to express the hghoiharacter of Turkish-ness which has
one foot in the conservative past and the othethenprogressive future. As Karaku

(2007) argues, the long tradition of craftsmangid the forms that resulted from these
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archaic production techniques continues to be #uoemtial element in Turkish design
too, because of Turkish society’s presumed devdioantecedent traditions. Hence,
designers, and especially the ones in the furngector, are still considered to bear the
influence of artisanal material and production teghes on their design decisions. To
Karaku;, the impact of crafts on design is apparently ola@e in the “heavy, bulky
geometries seemingly planted where the object Aadeld almost like a result of a

natural occurrence (2007, p.23) especially in thekvof ‘Turkish designers’.

One last inspiration that informs Turkish style @smfrom the folkloric and daily

practices of Turkish social life. In this respeegditional Turkish handicrafts such as
lacework and kilims or ritualistic practices suchdainking tea or Turkish coffee supply
a wide reservoir of objects and motifs to be appatgd. As an apparent approach
among the designers participating‘itk’ in Milano, these folkloric elements that are
presumed to mark an authentic Anatolian culture aatapted to contemporary social,
cultural and technological conditions. As sociathaopologist Anthony Cohen (1985)

argues rituals, being symbolic entities, have armence in the construction of the
socio-cultural borderlines of a community and theemeanipulation of these symbols
helps to intensify such borders and their expressithus all these folkloric and

ritualistic objects, by transforming rituals int@rtemporary practices regarding the
changes in technology, lifestyles and aestheticetstdnding, place an emphasis on

Turkish-ness by claiming to be symbolic represaémtatof Turkish culture.
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In short, Turkish design style as constructed thhothe textual and visual discourse of
‘NI in Milano is built upon the appropriation of historical, Isi&, artisanal and
folkloric elements by the contemporary context, eihcould be named as modernizing
the traditional. This can be considered as an oxgmasince modernity implies
development and progress as opposed to the coimstadf tradition with the past.
However the oppositions are not limited to prograsd tradition, but also point to the
binary of East / West, the former representativéradition and backwardness and the
latter standing for modernity and progress. WhileKish design is then associated with
the presumed progressive features of modern Odeidemltures, it is also marked by a
motive to build a traditionally defined culturaleidtity associated with Oriental cultures.
Such an approach inextricably raises questions dantity and cultural self-

representation with an ideological emphasis.

3.2.2. Ideological Emphasis

In a special issue of the international design rmagaAbitare that is devoted to
Istanbul, the city is presented with a special #oou its historical and cultural context.
In this respect, the issue included examples frasth bhistoric and contemporary
architecture of Istanbul such as the Hagia Sophign@® new shopping center Kanyon,
examples from the design scene including an inttmty text about/lk’ in Milano, and
depiction of the city’s cultural and daily practicelhe introduction to the Istanbul file
starts with a quote from Guindiiz Vassaf on Istanbul:

Once, when Gods and humans mingled together, |caied Byzantium,
named after Byzas, grandson of Zeus. Then camet&dime, who named the
city after himself. Now the Turks insist on callintgg by their own version of
my Greek name stin poli, while the Greeks claim itane of their Latin
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conqueror as one of their own. What is in a nanfefo$e by any other name

would smell as sweet”. But, no! | have had at |¢aisty names, from the New

Rome to Islambol. Even the Swedes had a nhame folNow they say, | am

between the East and the West. An identity crigislose? Mine or theirs?

Enough of this nonsense. Take the labels off amst)(jook at me. (Vassaf,

2007, p.93)
Vassaf poetically points to the constructions ofKish-ness as in-between the East and
the West. Even though Istanbul and Turkey in gdremse gone through remarkable
historical transformations, such a stereotypicaiception still remains central in the
construction of Turkish-ness through various disses. Besides, such a introductory
qguote in an international magazine inextricablyrgpap questions in the cultural and

ideological emphases in the construction of Turkisls through various mediators such

as literature, architecture or design.

The cliché that posits Turkish culture as ‘a brithgéween two cultures’ is substantially
influential in depictions of Turkish-ness. Turkeg indeed geographically placed
between two continents, connecting Europe and Asieugh the Bosphorus Bridge.

However, at the metaphorical level, the phraseigsphe uniqueness of Turkish nature
as in-between two distinct cultural essences, thst Bnd the West. The metaphor
contradictorily derives from both a double negatanmd a double affirmation. While

Turkey is depicted as belonging to neither of the tultures, it is also considered to be
culturally influenced by both. So, it is the eblddlow between the East and the West

that Turkish-ness owes its genuine hybridity.
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Similarly, the discussions regarding the constarctdf a unique Turkish design style
have at their center the idea that Turkish deshgiulsl have a specific identity avoiding
both generic internationalism and simplistic veulagsm. Rationalist and functionalist
principles of the international style are contess@tte they are believed to end in a
situation in which all products resemble each othi&h no reference to a particular
cultural identity. On the other hand, applicatiohaolocal design approach through
appropriation of the vernacular Turkish forms isnsidered to carry the risk of

Orientalization (Karaky 2007). As a result of this tension between therimational and

local approaches, the modernist west and the ivaditeast, the role of Turkish design
is designated as to achieve a balance betweenvth@araky, 2007). In this respect,

re-interpretation of stereotypical Turkish imagesimodern context is the most popular
approach adopted by designers. Furthermore, bédhnational and vernacular design
approaches evident in definitions of Turkish desage informed by an essentialist

understanding of unified, homogeneous and autheutiares.

As Said (1985) has explicated, Orientalism refera tradition of thought developed in
the West, particularly in Europe, through the innglést acquisition of the East in order
to solidify and justify its domination. According Said, Orientalism is premised upon
the presupposed distinction between the East amdMést and its principal products
appear in various modes of representation includitegature and the arts. These
representations supply the vocabulary of Orientaligvith stable, stereotypical,

characteristics determined for the East, to domastitheir differences from the West.

In this respect, the idea of tradition, backwardresd inferiority comes to be associated
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with the essence of Eastern cultures, which isagtl as alien to and “other” of the

West.

With its emphasis on the distinction between thaitional East (Turkey) and the
modern West (Europe), the understanding of Turkiglture as represented ifik’ in
Milano remains in the Western discursive constructionshef East, wherein largely
stereotypical imageries of Turkey have been susthiry the dominant discourses in the
country. Even though Turkey has never witnesseti sucolonial acquisition as in the
countries examined in Said’s Orientalism like Eggptindia, the same Orientalizing
imagery works for Turkey too. As art critic Hasadl&t Kahraman (2002) argues, this
is another form of Orientalism, which is specifio the communities that have
experienced the modernization process in the conféWesternizatiort? This position,
as Kahraman (2002) argues, points to the intewrtédiz of Orientalism through the
Kemalist modernization process: it depends on tmification of the presumed
backwardness of Turkish culture mostly becausetofislamic background. What is
distinctive of the modernization process of Turkeythat it depends on a manifest
Orientalism and Occidentalism at the same time,raanhg the stereotypical imageries

of both the East and the West. The process is itar&ed by a contradictory attitude

12Tp Kahraman, starting from the administrative refsrof the Tanzimat period that later gave
birth to the movement of Young Turks and finallyrkaism, Turkey has always been in a
paradoxical relationship with the West. This coditéion derives particularly from the Kemalist
modernization process of Turkey, which aimed atstiuting the country as a westernized
society. Paradoxically, this process was built loa tejection of the West as part of the anti-
imperialist project of nationalism. The positivistvolutionary and technologist ideas of
modernism were adopted in the modernization proeds$urkey taking these notions as
identical with the idea of Western civilization. rbagh such a reductionist attitude, modernity,
West, Europe and civilization have started to s synonyms.
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entailing externalization of both the East and tMest, while western values of
technology, progress and rationality are still addmt social and cultural levels in order

to break free from the Orientalist imageries abourkey.

In the case of Ik’ in Milano, an exhibition devoted to the amendment of Turkey’s
negative image especially within Europe accompahied marketing motive, a similar
kind of Orientalization takes place. By replacimg tmythicized representations of the
East within a context that is representative of mmghicized West, Turkish design
discourse of 7k’ in Milano, is in conformity with the approaches that ainsyothesize
Eastern and Western attributes. In other words, Tihekish cultural identity that is
represented in the exhibition strictly reinforche essentialist constructions of East and
West. Consequently, this basic concept of TurkisBigh, drawing up the existing
imageries of the West or Europe about Turkey, beergisk of Orientalization that is

rooted in the nineteenth century.

This re-contextualization of so-called Turkish iraagand elements points to the
contradictory aspect of Turkish-ness manifest ie #xhibition’s discourse, which
according to Brian Wallis, is a common paradoxlimational exhibitions. As he (1994)
argues, national exhibitions addressing an int@nak audience are attempts of
“repackaging the imagery” (p.267) of nations ine@rdo improve their images in the
international arena, whereby “individual nationse acompelled to dramatize
conventionalized versions of their national imageserting past glories and amplifying

stereotypical differences” (p.271). Wallis drawgeation to a “self-Orientalizing”
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attitude marked by the objects selected for suchib&ions and argues that this
situation, whereby the stereotypical objects stampdor national identity most of the

time remain in the realm of Orientalist construsi®f the country’s imagg.

Sila Durhan (2006) also points to the self-Orignitad mode that is manifest in
international exhibitions. In the visual analydmtt she conducted she focuses on the
Turkish pavilions in the Expo fairs, starting frothe first exhibition that Turkish
Republic had entered in 1930 in Budapest to thedase participated in Hanover in
2000. As Durhan argues, in all these exhibitiomsept for the one in Budapest, Turkey
was represented through stereotypical imageries dn@ reminders of the tourist
promotions of the country focusing on the repres@mm of the richness of Turkish
historical heritage. Only in the Budapest exhilitican emphasis on a modernist
representation was adopted as a result of the Isiiim to express the modernization
and nationalization process of the newly estabtigiepublic. In all the other exhibitions
representation of Turkey was held so as to meetGhentalist expectations of the

audiencée?

13 According to Wallis, the exhibition entitled Thegé of Sultan Suleyman the Magnificent,
which was organized as a part of the cultural ¥astrurkey: The Continuing Magnificence in
1987-88 in Washington, D.C., Chicago and New Yakan epitome of such a repackaging.
When the exhibition was realized, Turkey was siuffgfrom the negative images of herself that
were mostly caused by the recent military coup,upation of Cyprus, reactions against the
Kurdish nationalist movement and the reemergencehef problems regarding Armenian
genocide. Therefore, the exhibition aimed at desholig Americans’ probable negative images
about Turkey through a rehabilitated image, “drds@m an epoch of the Turkish past venerated
in the West: the renaissance of the arts duringefgn of the Ottoman emperor Suleyman 1"
(Wallis, 1994, p.271).

4 As Durhan informs, In the nineteenth century, inrkBy pavilions the focus was on the

representations of Ottoman accumulations. Howavigh, the twentieth century a contradictory
mode of representation started to take place. Aithdhe pavilions of the century were marked
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‘IIk in Milano is significant as a result of its concern in rellshing a respectable
Turkish identity and promoting its level of westeation. One of the participant
designers, Aziz Sariyer (2007) states that the bitdbm will favor the country
underlining that “ An exhibition of Turkish desigse which will be realized before
Greece, a country which joined the European Uniefore Turkey, within the most
important design week of the world, is a prosperdistinction of Turkish state.” In a
similar fashion, Ali Bakova draws attention to ttde of the exhibition in the revision
of Turkey’s image:

A process called “Becoming Western” has been leved still in progress. It is
the same western culture, which has been valoridegign products of the
past and present economically, ethically and estibt and preserve these
products cultural legacy of humanity. Our fear assigners, who are
challanged by problems of identification as an &astand (non)belonging to
the Western in this world we live, has created msolved problem caused by
an instinctual inhibitation of not being able t@guce what we have designed.
| am hoping that our image of “the Eastern at thertimight shift its focus; at
least the outcome of the exhibition should be ashsyBakova, 2007)
(Translation by the author)

Aiming at portraying a rehabilitated image of Tuwkier the evaluation of a Western
audience, the exhibition includes -cultural artiéacthat are transformed into
contemporary design products by the use of cuttmhge technologies. However, it is

apparent that such an attempt limits the scopedentity to stereotypes, entailing

by abuse of the Ottoman historical and culturainelets, Ottoman was largely defined as the
Other of the Turkish Republic. Such an attitudeliservable in the use of sultanate rowboats in
the 1998 Lisbon exhibition or a simulation of mosglomes with lighting units in 1970 Osaka
exhibition. In 1939 New York exhibition juxtapositi of the stereotypical historical elements
with anti-Orientalist imageries such as the coltagatitled Toward Democracy or Man and Art
reveals the contradictory attitude of Turkey's esmntations built on the tension between the
modern and traditional. To accomplish a moderrégresentation in the Budapest exhibition,
rather than utilizing historical or regional refeces, the pavilion was built with the signs of
modernization and hence salvation from the Orientaberies represented through such objects
as Atatlirk bust and photos of new Turkey.
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selection of objects to match existing imageriesualpresumably unified cultures.
Following postcolonial critic Gayatri Spivak’s (1@Pargument, it can be proposed that
this representative status undertaken by the didnbresults in a situation in which
Turkish image comes to be constructed with refexdnchegemonic conceptions of the
West. As Spivak suggests, “the question of ‘spegldr’ involves a distancing from
oneself” (p.60) whatever generalization self migjighify and represent. Thus, ‘speaking
as’ Turkish to a hegemonic Western audience endmiessentialist rhetoric about a
homogeneous Turkish cultural identity wherein thterapt to reestablish Turkish-ness

leads to speaking of “ourselves” with the voiceha West.

To summarize, the construction of Turkish designtbe basis of Turkish culture
through the discourse oflk’ in Milano is a strategic process of commercializing
national identity. As a result of the driving foscef the global market and the historical
background behind the formation of the Turkish avatidefinitions of Turkish-ness is
built upon such antagonisms as modern and traditidine next chapter focuses on the

visual strategies utilized by designers to repreges antagonism.
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CHAPTER IV

THE PROBLEM OF REPRESENTATION

Industrial design is an influential representatipeactice as well as involving a
prominent commercial dimension. The industriallysigaed product is arguably
embodied by the conceptual framework behind itthiis respect, both historical and
contemporary myths come to act as efficient ressurto be appropriated and
communicated through the visual vocabulary of desfgs Forty puts it, “Unlike the
more or less ephemeral media, design has the ¢tapaatast myths into an enduring,
solid and tangible form, so that they seem to ladityeitself” (1986, p.9). As Forty
argues, while promotional media like the audio-alsadvertisements inculcate myths,
designed elements embody those myths through deateets as color and form. For
example, as the contemporary myth of the fun arekidhl office work is inculcated
through advertisements, the myth becomes reifisgithh the office furniture with vivid
colors and amusing, vigorous forms. Consequenhlg, myth of fun office work as

pleasure activity comes to be perceived as natural.

The Barthesian use of the term ‘myth’ can also tiezed to elucidate the concept of

national design styles through which presumed natiadentities are naturalized. As
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literary theoretician and semiotician Roland BastiE972) clarifies, myth is “a type of
speech,” wherein meanings are assigned to thimgsgh historical practices rather than
emerging naturally. Myth relies on language to ¢ats its own system of signification,

which is manipulated historicalfy.

Barthes explicates the way myths work through tkeargle of Basque chalets wherein
they come to represent a reductive notion of natiarentity within a specific context.

In this respect, Basque chalets which could notntsde accountable to form a
vernacular style when confronted in the Basque &gun Spain, suddenly become
representatives of “basquity” in Paris. This isdese all specific architectural elements
of Basque chalets like the asymmetrical roof, ed and dark brown half-timbering are
appropriated with an intention to impose the megrbasquity upon the chalet. The
chalet becomes impoverished as the history behghgresence is stolen from it to be

restored within the mythical system with a newdrigtBarthes, 1972).

The mythical system proves an effective tool toarsthnd the construction of national
design styles. This nationalized representatiomireq reduction of the national culture
into its basic, essential characteristics. HalB{@)9efers to this process as ‘stereotyping’
in which essential and basic cultural charactesstif a specific group are appropriated

so as to naturalize the notion of cultural identis Hall contends, stereotypes are

15 According to Barthes, when the sign of the langusygstem that is composed of the signifier
and the signified enters into the mythical spedéichpmes to act as the signifier of a second-
order system. At this level, when the signifiertiké myth becomes open to signification again
by the signified of the myth, the historical knoddee regarding the object of the myth enters the
scene distorting the meaning of the signified. €feme, mythical signification is not arbitrary as
the linguistic sign, but it is always constructbtbugh analogy and motivation (Barthes, 1972).
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‘essentialized’, ‘naturalized’ and ‘fixed’ versiored types, which are “simple, vivid,
memorable, easily grasped and widely recognizegée(@uoted by Hall, 1997, p.257).
Stereotypes take on these characteristics and gexatg and simplify them, and fix
them without change or development to the eterr(iiéll, 1997, p.258). In the case of
national design styles, stereotypical depictionsnafional cultures or stereotypical
archetypes are appropriated so that they can kerfrmm time and hence made open to
interpretation at the mythical level. Once the pidd are deprived of all their
economical, social and historical backgrounds thhothe national myth, the Italian-
ness, Japanese-ness or German-ness of productsirgotecirculation in the global
market. Inflk’ in Milano, it is the myth of Turkish-ness that various designeeify
through various representative strategies. Whatasimon to all those different
interpretive strategies is the emphasis on moderdis Karaky (2007) insistently
asserts, “modernism is the goal” in the works afhedesigner working in the Turkish
context, independent of any individual design appho As he further emphasizes:

In the different frameworks these designers occuwgysee in the practice of
design in Turkey today an unresolved relationshipwen the universal
cultures of rational modernism as exemplified bgige education or mass
production on the one hand and autochthonous eultelements of local
condition that are historical, traditional or emvimental on the other.
(Karaku, 2007, p.26)
What is common in all the strategies of represenmtgieculiar to Turkish design is the
interaction of the traditional with the modern @hd vernacular with the universal. With
its emphasis on typical artifacts as icons of his& heritage, tradition and national

culture, such an alliance is primarily premised upgbe manifestation of cultural

difference. While an imagined past and a mythieitage supplies the stereotypes to
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distinguish between the Turkish and its otherssdhstereotypes also become the
mediators through which difference is experienced @he national myth is sustained.
On the other hand, enabling the negotiation betwikernpoles of the modern and the
traditional implies advancement of the traditiobglnew means. In short, in the case of
Turkish design, modernist design ideals form thethaical framework, while the

notions of tradition and history come to form thenceptual framework and offer the

formal vocabulary. Through these modernist intdgiiens designers have adopted

various strategies, which have been documentednoyrdoer of scholars in the field.

Harun Kaygan’s (2006) analysis on the visual amchéd vocabulary of Turkish design
style is framed by the approaches that are utilivegppropriate stereotypical archetypes
that are related to Turkish culture. In this resgexdefines two different strategies that
are widely used in Turkish design. The first on€imgerpretation’ and it is simply
defined as ‘processing’ of these elements. In ottmnds, ‘interpretation’ relates to the
use of cultural elements directly as they are asesentatives of nationality. This can
either be ‘reproduction’ of significant local objscsuch as ‘Balikli ParfurSisesi’ by
Pasabahce which was ornamented with Seljuk and Ottopadterns or ‘re-application’
of decorative elements and motifs such as c¢iniuElorOttoman calligraphy on product
surfaces. The second strategy determined by Kaiggamodern interpretation’, which is
identified with the redesign of the presumably auatic Turkish objects through

rationalization, simplification or application obwel materials.
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Analysis conducted by @Zer Demircan (2005) focuses on the craft traditioMurkey
and he traces the transformation of crafts andr timfiuence on design practice in
Turkey. His classification includes two main groupsit are craft objects and mass-
produced objects. The first group includes the sulggs that are: ‘craft objects, with
traditional appearance and for traditional functioeraft objects, with traditional
appearance and for new functions’ and ‘designett ofgects for new functions’. The
second group of mass-produced objects includegmesiobjects that appropriate the
objects that are traditionally produced by craftht@ques and is divided into three sub-
groups with regards to the transformation offemedhieir forms and functions by mass-
production. These are: ‘designed objects with trawcial function, traditional appearance
and technological adaptations’ (e.g. Teflon codtatkish coffee pot and stainless steel
teapot in usual forms), ‘designed objects with itradal function, novel appearances
and technological adaptations’ (e.g. the electseahovar and electric powered tea-pot),
and ‘designed objects with novel appearances eddnom traditional culture and for
both traditional and new functions’ (e.g. redesajnwater-pipe or Turkish coffee pot

with totally modern appearances).

Balcioglu's (1999) analysis derives from a broader corioeptncompassing both visual
and textual strategies that are utilized to appadgrTurkish culture. His classification
includes six different strategies that are enunaeras follows:

Neological approachto name an object after a Turkish city, heroatam,
etc. (...) Not the making but the title of the objecsignifier and endeavour to
position a ‘modern and global' product into a natibcontext by naming it
through which it explicitly claims ownership.

Morphological applicationto pick up a cultural, historical, traditional even
popular ‘shape’ and bestow it upon objects for datbee purposes (...)
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Topographical executionto bequeath a three dimensionality therewith a

function to a two dimensional ‘shape’ or a fragmehéa pattern derived from

historical ethnographical or architectural source$

Formal interpretationsto give a new form or to create a new produamfia

known item by developing, mutating, distorting, ealhg, modifying or

adjusting them is not what we encounter often. Rrdducts falling in this

category continue to reflect the main form with sotkegree of respect.

Allegorical interpretationsto give a new function to an old object and d&via

its known feature (...) The alterations made may emplew, in some cases

metaphorical, allegorical and/or ironical depth aulinating the function by

meaning embossed. (...)

Conceptual inspirationgo originate ideas from cultural norms, beliefscial

behaviours and actions, rather than a concretectobje) (Balci@lu, 1999,

pp.67-68)
Karaku; (2007) constructs one last classification whichlgo central to the construction
of two different groups of designers as ‘Turkisisidaers’ and ‘global Turks’ itVlk’ in
Milano.*® Hence Karaksis reference is directliflk’ in Milano whereas the former ones
refer to Turkish design in general. Besides, hasdglfication differs from the former
ones as he does not take the objects as the cehtbis analysis but prefers a
classification based on different approaches adofity designers regarding their
geographical location. Hence Karakdistinguishes between two different approaches
based on the cultural context in which designeeseslucated and produce their work.
The two strategies he defines are both in searatoemporaneity, but one informed
by cultural aspects and historical awareness amdtther by personal vision. The former
approach is referred to as ‘geometric abstractibat is utilized by the group ‘Turkish
designers’. ‘Geometric abstraction’ is defined asapproach that “exhibits a simplicity

that is connected to subtle yet ingrained cultymactices of abstraction infected by

rationalist epistemology of the west mixed with théormal, nomadic practices of the

' |n the section 3.2.1. Geographical Emphasis, thissification was used to indicate the
geographical basis of identity construction. Héhe, focus is on the design approaches of these
groups.
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east” (Karakg, 2007, p.24). On the other hand, in the work dbbgl Turks’' the
influence of “Western rationalism” as a result beit direct exposition to Western
culture “waters down” the traces of the ‘geometfistraction’ that is peculiar to the
work of ‘Turkish designers’ (Karaku2007, p.25). So, rather than being local examples
the work of these designers fall in the canon afensal style. Karakupoints to two
different approaches with regards to the level lndtiaction applied to autochthonous
forms, however he does not go into details in exéynpg ‘geometric abstraction’ and
hence does not suggest sub-divisions regardindutinetional, visual or technological

adaptations.

To summarize, classifications conducted in thedfedl deal with the notion of Turkish
identity in design within different frameworks atidough different perspectives. While
Kaygan'’s, Demircan’s and Balglo’s classifications refer to Turkish design praetin
general, Karakgis analysis is relatively limited and he focuses Bki in Milano as the
reference pointOn the other hand, Kaygan and Baftuoplace their classification in a
cultural context. Different from Kaygan, who seetasfocus on the national context,
Balcioglu places the notion of globalization and the dyiwanof the international market
at the center of his analysis. Demircan exhibitsirdarest on the transformations of
techniques and forms peculiar to the tradition rafts and he rather conducts a formal
analysis through which a number of strategies dkggrthe functional and visual
transformations craft products are determined. Wisatsignificant in Karaksgls
classification is the approach premised upon theur@h distinction between the West

and the East as exemplified through the binaryrafiénal west” and “informal east”
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and marked by internalization of these Oriental@tceptions. In the following section
various approaches to the utilization of TurkisHture is adopted as the basis to
understand the identity discourse'itk’ in Milano. The classification will encompass
functional, technological and aesthetical factoesdal on the expression of cultural
difference through the modernization of the tradiél under the following themes:

Transformation, Re-contextualization and Implicatio

4.1. Transformation

Transformation refers to the adaptation of objebtds are presumed to be peculiar to
Turkish cultural traditions to contemporary socald technological conditions and

aesthetical conventions. Designers who follow tme borrow an exotic object that

reflects the local color and redesign it so aepace it within the contemporary context

in terms of its materials, production techniquesthetics and function.

Once these objects are marked as traditional alltentities, they function as
representatives of national identity. Consequenilyals, the repeated customs that
reinforce the sense of identity within a commungypply a wide range of resources to

be appropriated through the strategy of transfaonat

Sebnem Timur a scholar of industrial design (20@l1acing the rituals of drinking tea
and smoking water pipe at the center of her arglysfers to transformed versions of
the latter as specific versions of “alternative mwdties.” Underlining the role of these

social practices in creating a sense of culturagntiy, she argues that the
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transformations of these practices along with thelmted objects supply an alternative
practice of modernity, which is different than tNéestern model. In this context,
transformation emerges both as a way to revivetibadand as a means to produce
“object of divergence, within the convergent andndwant lifestyles dictated by the
societal modernization” (Timur, 2001, p.116). Fostance the ritual of drinking tea,
which is considered to be a tradition of great igence in Turkish culture, has resulted
in the establishment of tea as a national drinkafter the government has promoted its
production in the 1930s (Timur, 2001). In time,his developed its own rituals of
brewing and consuming, providing possibilities tatract and transform archetypal

objects that are presumably expressive of Turkissn

In the context of/Ik’ in Milano, the rituals of drinking tea, raki and Turkishfeef and

smoking water pipe along with their associated amst and objects provide the most
frequently utilized resources of transformationthis respect, the traditional tea glass,
raki glass, Turkish coffee pot and water pipe emeag the types of objects that are
chosen for this strategy. Moreover, the long tiadibf handicrafts in Turkey provide a
fruitful resource to be excavated as exemplifietbdlgh the transformation of such

vernacular objects as kilim dznik ceramic tiles.

At one level, this approach uncritically adopts tidehnologist aspects of modern design,
which are driven by advances in material and probdndechnologies. What is inherent
in this approach is the idea to reflect the charact the age that we are living in and to

underline the idea of progress. Therefore, on @mallit places a strong emphasis on the
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use of leading-edge technologies and high-tech malgein the production process,
while on the other hand it requires simplicity,rithaand unity in the form of the object.
Having established these formal conventions asvavan characteristic, the strategy of
transformation exhibits different levels of apptioa in the way that stereotypes are

altered in terms of their style, function and usage

4.1.1. Formal Transformation

Transformation at this level takes place only ifinement and simplification of the
forms to obtain a novel and modern appearanceait @ither refer to transformation of
prototypes or surface decorations. The originalctioms of prototypes that are
transformed are preserved. However, it is also comfor this level of transformation

to offer some additional functional gestures inesrid improve product usability.

By stating that “one of the goals in my designoisdinterpret the traditional elements of
Turkish culture through contemporary design, thimtegpretation of all colors and
delicacies that can be found within this geograpfgioted by Karaky 2007, p.95),
Faruk Malhan falls in line with this approach. Tisanbul series by the renowned
designer, which consists of different types of giasincluding the redesign of the
traditional tulip shaped tea glass and raki gleas,be counted among the best examples
of this type of transformation. In this series théas been no material or technological
change in the objects. For example, compared \wahtraditional tulip shaped tea glass
(Figure 1), itsistanbul series version (Figure 2) seems to have mefined lines. The

curvilinear form of the traditional glass is smaarled in order to acquire a purified
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simple geometry. Additionally, the re-designed ptdhas a notch at its base different
from the traditional one. The notch helps the gtad# stably on its saucer, which helps

to provide the product and its companion with acfional and aesthetical unity.

Figure 1 Traditional tulip shaped tea glass
(Source: http://www.turkishculture.org/pages.php@RaD=11&ID=53)

Figure 2istanbul Series tea glass by Faruk Malhan
(Source: http://mwwwe.ilkinmilano.com/farukmalhan.php
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Kaygan (2007) refers to the curved outline of treglitional tea glass as the ‘oriental
curve’ and considers it as an important elementwhmat he calls Turkish design
iconography. According to his analysis, the leetedinement and simplification in the
curves come to act as a sign of both designedame$snodernity. Hence, tHstanbul
Series version’s difference from the traditionah tglass lies in its extended and
simplified curve, which still supplies the assoias with the traditional one. Kaygan
further contends that, what is significant in theriéntal curve’ in terms of an
iconological analysis is that, when compared with geometrical purity of the modern
design models, curvaceous lines evoke Orientatishatations through the binaries of
modern and traditional, rational and irrational andsculine and feminine. While the
‘oriental curve’ is associated with the irrationfdminine and traditional east and its
ornamented and curvaceous styles, the level ofsfbamation that the curve has
undergone elevates it to the canon of rational,colase, modern western styles. These
rather reductive generalizations have a centra¢ fiol conceptualizing the visual

framework of formal transformation.

Oneman, is the name of a redesigned Turkish caidé¢Figure 3) by Aykut Erol, and it

is a product that can also be placed within the bf formal transformations made on

behalf of modernization.
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Figure 3 Oneman by Aykut Erol
(Source: http://www.ilkinmilano.com/aykuterol.php)

The product is designed in three different sizethenform of a truncated cone. Different
from the traditional coffee pot, none of the thifferent sizes have an individual
handle assembled on the body, but there is ondesiiggnountable, red, conical handle
common to all three products, which is attachethéochosen version while at use. Even
though this functional design gesture does notigeoany ease of use or storage, it can
still be considered as a sign of designed-nessderdo distinguish the product from its
rivals. With its supplemental handle, purified agebmetric form and glossy material
finish, Oneman implies a break from the traditiopal, which has an organic form with

a handle, integrated to the body.

The sofa entitled Seki (Figure 4), which is a modeterpretation of the traditional

Turkish furniture sedir (divan) by Faruk Malhanaisother example.
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Figure 4 Seku by Faruk Malhan
(Source: http://mwww.ilkinmilano.com/farukmalhan.php

In this case, it is not as inevitable to estabtlsh link between the traditional product
and its transformation as it is in the other pradwathin this group, unless the designer
makes a statement to supply the link. Hence, itstitutes an example wherein the
aesthetical transformation is accompanied by téstwategies. In Sekd, as elucidated by
Karaku; (2007) the associations with sedir are establisheough the low base and

broad depth of the sofa. In addition, the use df soshions placed on a hard body
makes references to the conventional form and usagedir. The archetypal product
has been redesigned with contemporary materiala simple, minimalist form to

combine Turkish and Western attributes.

An example for the formal transformation of surfadecorations is the redesign of
ceramic tiles nameirnik (Figure 5) by Defne Koz. Koz, states that “idga of design

is influenced by my training in Ettore Sotsassdsty by the combination of my Turkish
and ltalian culture and by my curiosity for venyfeient product types. My interest

spans from humanizing new technologies like digitadio systems to rediscovering the
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tradition of hand made ceramics” (quoted by Kasak2007, p.75). So, since the
designer has been exposed to both Italian and Sruddaltures during her education and
practice, it becomes even more natural and indeitaln the designer to internalize both

Eastern and Western attributes through her design.
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Figure 5iznik ceramic tiles by Defne Koz
(Source: http://www.ilkinmilano.com/defnekoz.php)

In iznik tiles, Koz extracts the surface decoratioresdusn the traditional ceramic tiles in
order to acquire more rationalized geometric pasterin this context, some
characteristic traditional motifs have been reducettheir basic geometries to supply the
refinement. In addition, the reinterpreted abstpaiterns on the monochrome tiles are
remarkably different than the combined color schewietheir traditional counterparts.
Thereby, Koz blends contradictory attributes in gieduct by transforming a highly

decorated and almost arabesque object into a gorative, abstract and modern one.
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4.1.2. Technological Transformation

Technological transformation refers to the utiiaatof technological applications both
in the production phase of products and in the geted function. Similar to formal
transformation, in this case the original functioparpose is preserved. However, the
functional innovations realized through the useetain technological applications shift
the traditional usage of the appropriated produse of electric power in the operation
of a traditional product provides a popular exanfplethis kind of transformation. To

be sure, technological transformation does notuebecformal transformation.

Kunter Sekerciglu, whose work falls into this category states thEarkish design
exists where the liberal/logical west merges wikie tconservative/emotional east,
feeding on the dualities of Turkey’s geography” (#&as, 2007, p.111). It is noteworthy
to underline that the designer himself internalites presumed Eastern qualifications
uncritically as in the way that he accepts and &ldy¢estern associations. In this respect
Sekerciglu, like all the others mentioned within this grotakes Eastern and Western
attributes as inert, natural facts rather than gtoog them as constructs of a hegemonic
Western discourse. Consequently, he reinforcessasthins the Orientalist discourse,
rather than disrupting it. Hence, at least at tiseudsive level, contrary to the harmony
that is aimed to be achieved by means of the glyaté transformation, the distinction

between the qualifications of Eastern and Westeooimes fairly intensified.

Cezwe (Figure 6), an alternative redesign of thkiSh coffee pot bySekerciglu, is a

product launched for the domestic market. The prodi re-designed to preserve the
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essence of the traditional product in terms of btghappearance and provision of the
means for the conventional cooking style “as a baife has learned to cook it from her
mother, continuing to boil the coffee after she Mlistributed the froth to the cups”
(Sekerciglu, 2005, p.155). However, the stove as the conweakt heat source is
replaced with electric power in order to adapt pheduct to the advances in technology
and change of lifestyles. The glossy finishes efrtiaterial and the lean organic lines of
the body on the other hand refer to a formal tramsétion of the traditional coffee pot
by means of purifying and modernizing its appeagaso the product can be considered

as a hybrid object that recontextualizes the ti@uhd in a contemporary fashion.

[
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Figure 6 Cezwe by Kunt&ekerciglu
(Source: http://www.ilkinmilano.com/kuntersekerdioghp)

4.

On the other hand, naming the product as Cezweksrar affinity with the Turkish

word for coffee pot ‘cezve’, but the Turkish letter in the word is replaced with ‘w’,
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which reflects the intention to harmonize Eastard Western attributes that is inherent

in all the objects in this category, - this timelat discursive level.

Nar (Figure 7) is meant to be ‘a local product tfoe global market’ (Demircan, 2005).
In this respect, the traditional water pipe, whigla craft product, has been redesigned to
meet industrial mass production requirements. Hetlde product is an example in
which the production of the traditional object éstinologically altered. In terms of the
product’'s appearance, although there have been sgfinements and simplifications in
the form, the traditional structure of the prodaonsisting of different parts made of

different materials and its curvaceous lines hanlpgreserved.

Figure 7 Nar by Kunte$ekerciglu
(Source: http://www.ilkinmilano.com/kuntersekerdioghp)
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Sekerciglu avoided making a plugged version of the watgrepisince it meant to

disturb the whole ritual of smoking, which requitke use of coal to fire the tobacco
and whose history goes back to hundreds of yeastedd, he just aimed at reviving the
traditional in a modernized, contemporary contdxtoiigh some adaptations in its

appearance and production technology (Demircar)200

4.1.3. Functional Transfor mation

Functional transformation is framed by appropriatid stereotypical objects in order to
bestow them with totally new and diverse functibhe model that undergoes functional
transformation may originally be either a three-einsional object or a two-dimensional
decorative pattern or motif. Functional transforioaif the latter generally requires the
decorative element to be extruded into a solid fdmthis type of transformation new
materials also replace the original ones of theehddke technological transformation,
functional transformation of the stereotypes alsquires a formal affinity with the

stylistic precepts of modern design.

It is possible to trace such an approach in thetbemtitled Grandbazaar (Figure 8) by
Erdem Akan, who explains his design philosophyodiews:

My design philosophy is based on tension betweéro@osites: such as
fabricated vs. hand-made; natural vs. artificial aew vs. old, but especially
between eastern culture and western culture. Fodesign should balance or
amplify this tension. Playing with clichés and poostion are the methods |
like. | believe in necessity of Turkish Design ex@nd therefore currently
conduct research and design contemporary produttisTwrkish and Islamic
culture flavor. (quoted by Karaku2007, p.91)
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Figure 8 Grandbazaar by Erdem Akan
(Source: http://lwww.ilkinmilano.com/erdemakan.php)

The bench, as an imitation of vernacular Turkishpets bears highly Orientalist
connotations. Because of the way that the carpdiftésl up from the floor with a
slightly applied curvature it also resembles anffycarpet, the popular item of Eastern

stories®’

Common to all these objects of transformation s stimulation to express cultural
identity through two contradictory emphases: One noodernity and the other on
tradition. The engagement with the concept of tradiends in the reiterated use of
stereotypical objects as markers of national idgn®n the other hand, tradition comes

to the scene as the opposite of the idea of pregakgned with the antagonism of the

" One Thousand and One Nightle collection of folk stories from different hisical and
geographical Eastern civilizations such as Aralidia, Persia, Egypt and Mesopotaniga
distinctive example for the Eastern stories utiligisuch stereotypical elements in storytelling.
Among those storieSinbad the Sailocan be marked as the most popular one.
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Orient and the Occident. However, transformatioa atrategy aiming at the renewal of
tradition, actually exhibits a paradoxical attitudevards both Oriental and Occidental
attributes. The strategy is built upon the integratof both attributes, while it also
requires the rejection of a precise state of betango the Orient or the Occident. It
rather points to a condition, where involvementhwitadition exhibits the intention to
preserve and reflect the national essence ‘as wisle involvement with the concept of

modernity reflects the will to represent a natiodahtity ‘as it is expected to be’.

4.2. Re-contextualization

This is the strategy that utilizes local objectsvmtifs in a direct manner and involves
recontextualizing these forms in different materi@nd usage. Different from the
strategy of transformation, imitation requires pEprction of local elements without any
refinement, abstraction, simplification or techrgéal adaptation. However, this
strategy is also driven by the same intention assformation, that is, expression of
Turkish-ness through references to Turkish cultimg means of metonymical

representation. A variety of local objects and fsothat are chosen for this strategy
stand for Turkish-ness reducing the various prastaf Turkish culture that is multiform

and heterogeneous into a product. In other womsgontextualization does not only
offer technological innovations and rationalizatioh forms but it also ends in the
reification of largely mythicized cultures. As thestorical heritage and traditional

culture is objectified through the strategy of mevextualization, the products come to

act as the markers of cultural difference, simaéh the strategy of transformation.
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As a part of this differentiation process, the asg@mns with the local in/lk’ in Milano

are established through geographical, historical lsfamic connotations and through
references to daily or vernacular practices. Thiees®f products considered within this
group consist of objects that are reminders pdaityuof the Ottoman period such as the
fez; some decorative elements extracted from Ottoanehitecture; objects and symbols
related with Islamic culture such as the skullcapcsic to the pilgrimages; objects that
are reminders of folkloric Anatolian culture suchthe lacework and Turkish carpet and

objects of daily practices such as the tulip-shapadylass and Turkish delight.

These objects are assumed to be representativewd and timeless cultural essence as
they are assumed to survive from the mists of thatdlian history. They are assumed
to form a genuine reservoir of the cultural hetaagcumulated from the civilizations
resident in Anatolia. Similar with the strategyt@nsformation this strategy also ends in
local access into the global market as it commeslifiultural identity. Central to this
process of commodification is the transformatiorcuitural value into an added value.
In other words, to generate commercial value owtuttural value, a sense of designed-
ness is added to the existing value of the objectgiestion. In this respect, a harmony
between the local and international styles is aitoeoe achieved by the reproduction of
the archetypes by means of following the aesthepioacepts of the generic modern
style, which maintains an emphasis on simplicinctionalism, rationalization and

progress.
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Both Turkish Delight Ottoman and Hamamlamp are gewamples of Turkish style in
design that are dedicated to recontextualize arctesources. These works belong to
Pinocchio Design, which consists of Meltem Eti Brdtuca Proto and Jilide Arslan.
The designers all agree upon the necessity of matstg a Turkish design identity
through contemporary reinterpretations of traddioalements and they further claim
that “the forms symbolizing Turkish culture sholdd converted into design icons”

(quoted by Karaky 2007, p.119).

The Turkish Delight ottoman (Figure 9) is a comglegproduction of Turkish delight as
a piece of furniture gesturing towards stereotylpaepictions of Turkish-ness. Great
attention has been paid to keep the form as Even the smallest details of the desert
like the coconut flakes poured over or the nutsriesl into it are represented as a

texture on the material.

Figure 9 Turkish Delight ottoman by Pinocchio Desig
(Source:http://lwww.arkitera.com/eventfile.php?actidisplayEventFile&ID=101&year=2007&
alD=2129&0=2098)
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Hamamlamp (Figure 10) is a reproduction of the Wirkbath dome with a new-age
material, corian. The product does not only imitdite form of its model, but it also
follows its function. Hamamlamp is designed to us# light in all directions in the form
of floor lighting, rather than overhead lighting.néther irrelevance regarding the
original context of the model is the way that theduct replaces natural light with

artificial and relocates the unit in domestic space

Figure 10 Hamamlamp by Pinocchio Design
(Source: http://mwww.ilkinmilano.com/pinocchiodesighp)

What is common to all these examples is the remtiotu of the clichés of Turkish-ness
as well the reproduction of artifacts. The recoursemimicry of archaic elements
reinforces the discourses of Turkish culture tatiefined in terms of a traditional and
conservative essence. Furthermore, the engagerhdesigners with relocation of these

traditional elements in a modern context inevitadlpkes a series of dichotomies such
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as tradition and modernity, history and contempeitgin local and global and finally
Turkish and Western. Consequently, the strategyinofation also reproduces the
discourse based on the synthesis of Eastern andeiVesttributes. When considered
from this perspective, re-contextualization emer@®a strong strategy to be utilized for
the products that are offered to the global mabkeause of the very fact that they stand

in the category of Orientalist discourses abouk&wyr

It is possible to keep the traces of such an dtitn Hadji (Figure 11) Turkish delight

bowl, which is premised upon fairly intensive Isiameferences.

Figure 11 Hadji by Erdem Akan
(Source: http://lwww.ilkinmilano.com/erdemakan.php)

Hadji is an exact reproduction of the skullcapstieg pilgrims. However, the plastic
product is not used to cover the head but usedTaslash delight container. Use of an

iconic element to serve another stereotypical ssprtive of Turkish culture is a
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gesture that fosters the products cultural sigaifee. On the other hand, the graphic
representation of the object photographed alonb witninaret also serves to reinforce
the Islamic references of the object. Location othbthe minaret and the bowl
diagonally directed upwards through sky and thetlijuminating the bowl give an air
of spirituality to the picture. Such a represewntais inextricably related to the reductive

conventions related to the binaries of the spifriéaest and rational west.

A direct correspondence of the reproduced modelisndame as in the examples of
Turkish Delight ottoman, Hamamlamp and Hadji Tunkigelight bowl reinforces the
cultural connotations of the objects. Fes.ti.vét fieg (Figure 12) by Ali Bakova is also

an example that utilizes such a textual strategy.

Figure 12 fes.ti.val by Ali Bakova
(Source: http://www.ilkinmilano.com/alibakova.php)
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Different from the other examples, here the fezsdoat undergo an exact reproduction,
but it is compressed into a two dimensional formb®used as a pattern. However,
references to the model are still so direct that ghoduct can be counted among the
examples of this strategy. In addition, culturahmotations of the product are not
limited to the repetitive use of the iconic Ottonfam. The material of the rug, felt also
provides an effective cultural representation siitcis widely accepted as a material

belonging to Turkish craft tradition.

Another example that utilizes a similar strategyhie Compass rose collection by Ela
Cindoruk. The collection consists of a series @fgky including a ring, a brooch and a
necklace (Figure 13) that consists of layers ofepdped together with silk straps,

imitating lacework.

Figure 13 CR Xa necklace by Ela Cindoruk
(Source: http://www.ilkinmilano.com/elacindoruk.php

84



Cindoruk explains the inspiration behind her waskalows:

| have always been amazed by the potentials obwarimaterials such as

simple wire. | choose to utilize their richnessatthieve contrastingly simple

solutions as | am a believer in “Less is more."sIgpioup of work is a result of

my interest in ornamentation in personal and pubfiace. | take it a step

further and suggest a new usage of ornament byceptualising them on the

body. In this way these objects relate to us tguibbus elements of a familiar

past (found in Turkey). The creativity that goewifaking and imitating the

past and how | can apply it as body ornamentasoa central theme in my

work. (quoted by Karalg) 2007, p.87)
Here, Cindoruk intends to invoke cultural connatasi through a clever appropriation of
folkloric decorative elements. The way that shenbpeises the term ‘faking’ reveals
that she intentionally utilizes these forms as Hedintiative strategy. Hence her
discourse is marked by a critical self-consciousrierent than the others. Similar to
Bakova, Cindoruk mimics crafts as well as the useanic forms as the model of the
imitation. The way that the silk straps are usetlddhe pieces of paper emerges as the

strongest gesture that provides the product withethof a craft product.

In short, imitation requires internalization of tk#herness offered by the privileged
Western audience. This Otherness is exposed make dime through mimicry of local

elements without any interpretation or abstractionthis respect, the products of re-
contextualization can be claimed to end in the reatton of stereotypes regarding

Turkish tradition and culture.

At this stage, another kind of re-contextualizataam be identified which at one level
may parallel self-orientalizing approaches. Howewere the stereotypes that the west

imposes are utilized as a gesture of subversioenBfough such a strategy is not
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common in the context oflk’ in Milano, as well as the preceding examples of Turkish
style in design, it is possible to point to at tease exception, that is Eastmeetswest
(Figure 14) by Erdem Akan. Eastmeetswest is anaka@mple of the reiterated recourse
to the tulip-shaped tea glass as a source of atgmir In this case, the tea glass is

preserved in its traditional form but suspended rectangular glass frame.

Figure 14 Eastmeetswest by Erdem Akan
(Source: http://www.ilkinmilano.com/erdemakan.php)

Akan defines the motive behind his work as follows:

Maybe no form is as ‘Turkish’ as the tulip shaped glass. This glass, which
is the main actor of Turkish tea rituals, is knowrbe of here, no matter from
where and how it has come. It is one of us to suchxtent that we forget its
quality and it often seems natural and normal tounsl ‘the foreigner’ once

again reminds us of how beautiful and special ghass is. Despite our mostly
western outlook, thank God, our feelings and thowgh still Eastern. How
could this unusual state in between be better sgprethan a hybrid form
with a straight exterior and a tulip shaped inter{quoted by Kaygan, 2006,

p.66)°

8 Translated from Turkish by Kaygan.
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By this statement Akan indeed strictly enforcesdigtinctions between East and West
in an essentialist manner associating the emotieasd with a curvilinear form while

defining the west with rectilinear forms that maate to the rational west. However,
the formal vocabulary of the tea glass calls fadifferent interpretation as well. By

placing the representation of eastern culture, the. traditional tea glass, within a
context that is representative of west, namelyrbyning the East with West, Akan may
be said to express the fact that Eastern-nesg\issdern construct rather than an a-priori

identity category.

Eastmeetswest also points to the borders thatramendfor representations of the East
by the West. The representation of an Eastern farspended within a Western frame
displays the restrictions of Western representatiof the East, while revealing the

necessity that both need each other to be defimiath édentity category.

At this point, Eastmeetswest breaks away from thaetegyy of re-contextualization. It
has a subversive edge which involves an awarerfassnstructions of the East by the
West, rather than taking East as an inert natacdl fn that sense, Akan intervenes the

discourses regarding the construction of the Other.

In Eastmeetswest Akan reveals the construction tbkE@ess in order to de-privilege
Western constructions of the East. He conflateswaioes in the product, framing the
so-called East within the West. Through adoptingleverly defined metaphor, the

designer simply depicts how the East is constructg@rding cultural difference and
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thus becomes digestible. Thus, Eastmeetswest daoegntirely belong to the self-
privileging economy of West. It stands as a disteample in the context of botfk’

in Milano and the strategy of imitation struggling with faiauil binary oppositions,
disrupting and deconstructing all identity categsrilabels of Self and Other, East and

West.

4.3. Implication

Unlike the other two strategies of transformatiord ae-contextualization, here the
associations with the cultural values are not segdpthrough the appropriation or
reproduction of archetypes. Therefore, the prodattmplication do not evoke cultural
connotations at first sight. They rather seem tdoliewing the stylistic and conceptual
conventions of the generic modern design style.this respect, the strategy of
implication requires the use of discursive stragegnore than visual ones to impose and
anchor cultural meaning to products. The productisme, promotional texts about the
product, reviews or interviews conducted with tlesigner regarding the product may
be counted among the examples that provide effectivategies. Once any of these
textual strategies is adopted, the product is diteet from the first impressions it invokes

and deviates from its intended context.

As an apparent approach, an analogy with the pt@ddorm and a presumably
authentic Turkish object, motif or concept is eBthled. Howeverthe references that
supply the relation of the product with the tramlital archetype are most of the time

occasional in the context 6flk’ in Milano. The associations established with the so-
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called Turkish culture range from recourses to mdimar Islamic culture to a focus on

rural practices.

An example for this case is the Moon coffee tgblgure 15) by Aziz Sariyer, which is

introduced by Karakuas follows:

(...) direct references to abstract patterns derfi@th Ottomans or Anatolian
sources are incorporated so subtly into the detkighthe direct reference is
blurred to the point of abstraction. A case camizale for example that the
Moon Table in the shape of a crescent moon, ortheofmost iconic Turkish
symbols, by Aziz Sariyer, one of the leading geoimetbstraction designers,
is a conceptual abstraction of the crescent symdda@n to a vague point
where symbolic/iconic and geometric abstractiontmBat by and large the
lines are fairly firm with an undercurrent of palg most especially the views
of the statist, Republican attitude determining rtregority values towards the
production of form through rationalist ideals tigaiore the past. (2007, p.25)

Figure 15 Moon Table by Aziz Sariyer
(Source: http://www.ilkinmilano.com/azizsariyer.php

Even though the form of the coffee table resemlalesrescent moon; it is nearly

impossible to identify the product as a culturgresentation appropriating the Islamic
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icon crescent. The way that the form resemblegscent moon seems to be the result of
a functional design gesture rather than an intantm evoke cultural associations.
Although the product is entitled moon, it does muticate that the designer aimed at
transforming or reproducing the symbolic crescsimce moon is a neutral term free of
any Islamic attributions. Only when the productintroduced along with Karakis

explanatory text, it gains a representative statudaurkish-ness.

Implication thus causes the modern and global tadsessed as traditional and local as
opposed to the strategies of transformation andongextualization which workice
versa So, the products of this strategy can be consitles significant examples that
represent the aim of the exhibition in rather subthys: To draw a modern, westernized
image for Turkey in the global arena, while beimggstive to preserve the so-called
traditional core of Turkish-ness. Karakaiassertion that the vagueness of the Islamic
symbol used in Moon Table is due to the hegemonypasditivist and rationalist
Republican ideology over Islamic culture clearlymplifies the case. In this context the
Moon Table can be considered as an example th#lly appropriates the Islamic icon
SO as to eradicate its associations with traddiod backwardness, but still preserves the

icon in order to adopt ‘our’ roots and heritage.

Sema (Figure 16), a coffee table designed by AR@er and Omer Unal of U&B
Studio, constitutes another example for anchorgignmiic meanings in such a subtle
manner that supposedly negative connotations dh seferences in the Republician

ideology is alleviated by means of a modern dekigguage.

90



- o]

Figure 16 Sema coffe table of U&B Studio
(Source: http://mww.ilkinmilano.com/alperboler.php)

Sema is the name given to particular Sufi cerensori®wever, in a general sense the
term is used to refer to the dance of the whirtilegvishes. The coffee table consists of
rotating steel bars mounted under a turning topt, Ytd@s act of rotation does not

immediately recall whirling dervishes unless thedurct is named Sema. At the moment
that the product’s name is uttered, another formeafling becomes possible imposing

an analogy between the product and the whirlingidees.

Apart from the Islamic references, Turkish nomaulitture and practices also supply an
occasional resource for deviation. Here, the dypalitthe traditional and the modern is
still at work. This time it is the traditional assated with the rural that undergoes

amelioration through a modern treatment of the mrba
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In this respect, Rolling Tent (Figure 17) a piedethe office system Resolve Series
(Figure 18) by the remarkable designersdyBirsel can be counted as a distinct

example.

Figure 17 Rolling Tent by Age Birsel
(Source: http://www.ilkinmilano.com/aysebirsel.php)

Figure 18 Resolve Series by geyBirsel
(Sourcehttp://www.ilkinmilano.com/aysebirsel.php)
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As Karaku explains:

We could remiss if we did not analyze Birsel's iearlvork in the context of

her background. While Birsel has seldom made amgctireference to any

particular quality of Turkishness in her design kyat is intriguing to note her

use, in especially her work for Herman Miller, @jht structures in textiles

and in the shape of tents that exhibit a partitystract shape and nomadic

qualities. As evidence we can point to the resalgges for Herman Miller

where Birsel's portable meeting room componentdarstriking resemblance

to the nomad’s yurt or tent in both appearancefandtion. (Karaky, 2007,

p.56)
Clearly, Birsel’'s design understanding does ndtifalhe same line with the approaches
that intentionally utilize local objects, motifs concepts. On the contrary her work can
be considered within the canon of contemporary modesign style enriched with her
unique approach to design. The case is also valithe Resolve Series in terms of its
aesthetics and the way that it does not denotecaliyral context without reading the
review by Karaks.*® The relation supplied with the nomad culture thylothe text is so
occasional and vague that it evokes the suppogtiainthe nomadic connotations derive

from an almost intuitive approach unconsciouslyed by the designer herself as a

result of her Turkish roots.

Birsel herself also expresses the inspiration lweher work. However as different from
Karaku;, she does not mention anything about nomad culhuerather states that the
main concept of the product is hospitality, whishai widely accepted characteristic to

define Turkish-ness (Kaygan, 2007).

 The Resolve Series office system was used asopdiie decoration in the recent popular

science-fiction movie Minority Report directed bte$en Spielberg and released in 2002. This
case also forms a proper basis for the assertairthits product is an exemplifier of the futuristic

and progressive precepts of modernist design.
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The discrepancy between the two statements retlealfact that the relation between
the product and its cultural meaning is largelyiteaby. With regards to this point,
deviation could be considered as a marketing mareuv the global market that

attempts to promote products by constructing lataibutes in explaining their form.

The arbitrariness of the way that the cultural aiations are evoked could reach a level
that may end in creation of new archetypes. The Newi Raki bottle (Figure 19)
designed by Gamze Guven can be marked as an exafhgleh a case. Yeni Raki is the
oldest and most well known raki brand in the seddirthe privatization of the sector in
2004 it was the only brand produced under stateopaly. Following the privatization
process, the company decided to redesign its batteeder to meet the customer needs

and remain competitive among the increasing nurabbrands in the market.

Figure 19 New Yeni Raki bottle by Gamze Gliven
(Source:http://www.ilkinmilano.com/gamzeguven.php)
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Raki, like tea, is accepted to be an authentic iShrkeverage. As Nedim Atilla informs,
even the European council of alcoholic beveragesesathe drink as “Turkish raki”

such as “Scotch whiskey.” However, raki was firsiduced at the beginning of the™.7

century in the Ottoman Empire replacing wine consdinm the pubs (Atilla, 2004). The
production of raki continued in the newly estal@idiRepublic in the 1920s. In time, it
has turned to be an indispensable element of Tuddginary culture. Taken in a special
cylindrical glass with ice, raki is a social drimonsumed in accompaniment with
appetizers. However, the raki bottle, differentnirthe typical raki glass can not be
counted as an archetype since it has not been thaskan object with a particular form

in the traditional and ritualistic way of consumitinge drink.

As the designer of the new bottle, Gamze Glivengp8tates that the old bottle was no
different from an ordinary bottle and it had notitistive characteristics peculiar to the
product it contains, in the way that whiskey battdhare a rectangular cross section. So,
Guven redesigned the bottle, to provide “our natiodrink” the characteristic
appearance that it “deserves.” She wanted theebtithave a “strong,” “masculine,”
“elegant” and “modern” appearance (Guven, 2005prtter to accomplish her goal, she
designed the bottle with wide shoulders and basentphasize strength, while using
concave lines in the slim waisted body to emphaslegance. In order to provide a
modern look and to emphasize the clear color obtheerage, she replaced the old paper
label with a serigraphic print applied directly thre bottle. In this way, she believed that
she managed to design a bottle which is suitabléutéish raki and which soon will

become a “cult” object (Guven, 2005). In this caewiation takes place in order to
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create a typical, unique object that will be marked part of the ritual, rather than

transforming an already existing traditional form.
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CHAPTERYV

CONCLUSION

‘IIk in Milano is widely acknowledged to provide a broad perspecfor industrial
design practice in Turkey. Supplying a documentdrproducts designed in Turkey in
the last decade by renowned Turkish designersdtr tomestic and global market, the
exhibition portrays the high level of design qualdcquired in Turkey, which was
assumed to be contrary to the expectations ofrttezrniational design field. However,
the significance of the exhibition goes beyond riiée in pointing Turkey's recent
advancements in the practice of industrial deslgre notion of Turkish design identity
constructed throughout the discourse i’ ‘in Milano enables critical questioning of
identity categories. As an exhibition that attemgtsaffirm Turkey’s identification as
Western in the eyes of the global audientie in Milano introduces the “Turkish touch
in design” as an alternative contribution to thes¥éen oriented design field, which
results in the expression and reinforcement ofucaltdifference. In other words, the
exhibition results in the recontextualization ofrHigh national identity in the global
market as a brand name wherein Turkish-ness cotestian added value to the products,
while designed-ness as a sign establishes affiiatween Western and Turkish design

cultures. However, this differentiation processuless in the perpetuation of the
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essentialist rhetoric on Turkish and Western caltuAs | have argued in the preceding
chapters, such a conception results in self-dedmst of Other-ness reinforcing the
hegemonic Western discourse of the Other. As stieh,notion of Turkish style in
design suppresses the plurality of identities umggremonic values of selected versions

of Turkish-ness.

At this point, to intervene this discourse andttimm existing Western monologue into a
dialogue” (Akan quoted in Turkish Touch to DesigA07, p.139), Turkish identity must

be questioned so as to avoid producing stereotlympaesentations that undermine the
preconceptions, to scrutinize the essentialist orieetabout homogeneous national
communities and to de-privilege totalizing disc@sisTo resist the hegemonic forces of
globalization and self-privileging ideology of thgestern audience requires definition

of new strategies are required that strive agaesstream.

Critical strategies of representation within thelkgll economy of the West could be
utilized as a gesture of subversion. Or as Johm @8ijues, the exact stereotypes that the
West imposes upon its other could be used to uriderfaelf-serving constructions of
the other” (Biln, 1997, p.27). As Biln explicatedldbwing Spivak’s arguments, such a
contravention is based on the awareness thainipessible to determine an authentic
self and other in their total wholeness:

(...) self-constructed “centering” is a double moWhile concealing the
necessity and inevitability of a submerged “secood’dppositional term (to
which a privileged term owes its existence), thagher,” locked as it is in a
closed discourse of sameness or self-presendsgisinescapably never more
than an assimilation of a necessarily and radia#iBjunctive other. Any such
centering produces an “other” that is both secongard under-privileged
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(with regards to a privileged “first” term) and appriative and supersessive
(with regards to some radically disjunctive othdrhis second and parallel
moment in centering, this displacement of an “exd®r other or radical
alterity, is insurmountable. Any assertion of egliwnce between these two
“others” serves only to conceal the rift betweesnth (Biln, 1997, pp26-27)

As Biln further suggests, “othering” could be diwel to a subversive gesture, a self-
serving otherness, through discursive strategiasdbnceptualize the untold as “what it
refuses to say” rather than what it cannot (Bil27p 1997). Transformation of othering
into a critical strategy requires in the first @aerminating internalization of otherness
through opposing any claim to a true essence. thadld be brought to light through
discourse is the awareness that what is represestédurkish” is restricted with the
assumptions and expectations of the West. Suclbzersive strategy is exemplified in
‘IIk’ in Milano by Akan’s eastmeetswest in which the East is framéhin the West
subtly suggesting that the East is a Western aactstiHere the expression of Turkish-

ness is based on the intervening into what hagdfere been said.

In short, even though the moment that Turkish stylgesign is uttered inescapably ends
in reaffirmation of difference, it is still possélo interrupt self-orientalizing attitudes
through discursive strategies. The critique of Tshkstyle in design raises other
guestions to be addressed in subsequent studiest: Mrer criteria can the style be built
on other than historically inscribed depictionsTafrkish-ness? Is it possible to resist
forces of the global market without relying on ftemhally defined national identity

categories? And perhaps most importantly, to wiktdre is it possible to detach formal

attributes of a designed object from a culturatlscribed discourse?
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