Tasarim Bienali Temasi

Londra Tasarim Miizesi Direktérii ve Istanbul Tasarum Bienali Danisma Kurulu Uyesi olan
Deyan Sudjic’in énerisi ile;

[lk Istanbul Tasarim Bienali’nin temas1 Kusurluluk / Imperfection. Béyle bir temanin
icerigini incelemek i¢in Istanbul’dan daha iyi bir sehir olamaz, ¢iinkii sonsuz katmanlari
olan bu sehir stirekli gelisen kentsel, sosyal ve kiiltiirel degisimin getirdigi bir canliliga
sahip. Bir sehir olarak Istanbul kusursuzluktan ¢ok uzak, buna karsin diinyadaki en enerji
verici ve en hareketli sehirlerden birisi. Bu sehrin kendine has 6zelligi, bu kusurlulugun
dogurdugu belirsizlik ve gecicilik durumu. Bir tema olarak kusurluluk bir yandan
[stanbul’un farkh yaratic1 potansiyeline 6vgii niteligi tasirken, bir yandan da giintimiiz
diinyasinda tasarim ile ilgili genis bir bakis agisinin olusumunu destekleyecek. Diinyaya
Istanbul hakkinda bir seyler sdylerken cagdas tasarimin dogas1 adina keskin bir bakis acisi
sunacak. Kusurluluk eski kavramlara yeni bir bakis agist ile yaklasiyor. Bir Japon konsepti
olan “Wabi”ye, yeni olarak stireksizlik, gecicilik ve kusurluluk katryor. Yeni nesiller icin
harekete gegirici olan kusurluluk, ayn1 zamanda {itopik bir bakis a¢isindan vazgectigimizi,
onun yerine giindelik hayatin daginik gercekligiyle calismaktan ilham aldigimizi
kabullenmek anlamina geliyor.

Makine tiretiminin kalitesi g6z 6niinde tutuldugunda, kesinlik veya tekrar gibi kavramlarin
arayisina girmek bir anlam tagimiyor. Bu sekilde, algilanan standartlar ve siireglerden
sapmak olasi hale geliyor. Kusurluluk ile ¢calismak her zaman kusursuzluk ile calismaktan
zor olmustur. Mitkkemmel bir obje yaratmaya calismak, tasarladiginiz her birlesim yerinde,
attigimiz her dikiste, sekillendirdiginiz her yiizeyde nereye ulasmaniz gerektigini bilmek
demektir. Ancak kusurlulukta olumlu nitelikler ararken bir siirece ya da kavramsal bir
cerceveye goziiniliz kapali bir sekilde inanip, yalnizca beceri, istikrar ve tutarhlikla
istediginiz sonuca ulasmay1 bekleyemezsiniz. Her karar kisisel bir secimdir; bir felsefenin
sonucu degildir.

Bir tasarimci icin kusurluluk 6zelliklerinin arayisinda énemli olan nokta, alinan estetik
kararlar1 hakl ¢ikarma gerekliligidir. Kusursuzluk, bir objenin kolayca sahip olacag: bir
nitelik degildir ancak bir kavram olarak acik ve anlasilirdir. Seri {iretim ¢aginda
kusursuzluk ayni objeden yiizlerce, binlerce ve belki de milyonlarca iiretebilme olasiliginin
giivencesi haline gelmistir. Kusursuzluk kelimesinin kendisi, ima ettigi 6zellikleri tastyan
orijinal bir objenin varligina isaret eder. Bu tarz objeler, kendine has 6zellikler tasimaktan
ziyade, baska bir seyin miikemmel kopyalari olarak kabul edilirler. Seri tiretim objeleri,
orijinalin olmadigi, prototip ya da modellerin bulundugu bir ¢agin tirtintidiir. Buradaki
odak nokta, objelerin seri olarak iiretilmis olmasinin dogasidir. Bu, belli bir tiretime ait
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tiim Volkswagen’larin birbiriyle ayni olmas1 demektir. Mekanik yeniden iiretim caginda,
Walter Benjamin’in sanatin “aura”s1 adini verdigi 6zellige sahip olan ve diger objelerden
ayirt edilebilecek tek bir ideal obje yoktur. Bunun aksine, cogunluk i¢in bir performans
vaadi vardir. Her araba ayni 6zelliklere sahiptir; bu da modelin 6zellikleridir. Bir acidan
da bu, insanin ayirt edici ve kisiye 6zgii olana yonelik arzularinin, yani sahip olduklarimizi
yalnizca bize ait kilma i¢giidiisiiniin tam tersidir. Kusursuzluk arayisi, seri tiretim caginin
erken donemlerindeki anlayisin bir par¢asidir. Kusurluluk gibi bir kavramin ¢ekim alanin
kesfetmek tasarimciy1 cok daha korumasiz bir duruma sokar; sanki bir giivenlik ag
yokmus gibi, tasarim siirecindeki her adim bir karar vermeyi gerektirir.

Su anda, endiistriyel tiretimi yeni bir ¢ok yonliiliik seviyesinde kullanma imkanimiz var.
Bu, makinelerin elle yaratilmis gibi gériinen objeler tiretmesi demek degil; 19. yiizyilin
basindan beri {iretimin goriinen yiiziiniin arkasinda olan bir sey. Makine {iretiminin kali-
tesi goz oniinde tutuldugunda, kesinlik veya tekrar gibi kavramlarin arayisina girmek bir
anlam tasimaz. Cesitlilik ve bireysellik gibi degerleri bu siirece katmak miimkiin hale gelir.
Parlak yiizeylerin yerini daha az cilalanmais yiizeyler alir. Saf geometri, miimkiin olan tek
bi¢im dili olmaktan ¢ikar. Katkisiz renk, yerini bulanik karisitmlara birakir.

Simetri, tek secenek degildir.

Nesnelere bir bireyin sahip oldugu karizmay1 kazandirmak {izere seri tiretim yontemleri ile
ugrasirken muhtemel belirsizliklerden yararlanmayi ¢ekici kilan da tirettiginiz her
vazonun, her camin ve hatta her sandalyenin digerlerinden farkli ve bazi acilardan ayirt
edilir sekilde kisisel oldugunu acikca ortaya koymaktir. Bu, endiistriyel olan1 yumusatmak
ve evcillestirmek demektir.

YAYIMNEY



Design Biennial Theme

The following theme for the biennial was proposed by Deyan Sudjic (member of its Biennial
advisory board and director of the Design Museum, London)

Imperfection is the theme of the first Istanbul Design Biennial. And there is nowhere better
to explore it than in Istanbul, a city of infinite layers, charged with the vitality that comes
from engaging with rapid urban, social and cultural change. Istanbul as a city, is far from
perfect, yet it is one of the most exhilarating and dynamic centres in the world. Its special
quality is that it makes so much from the imperfect, the inexact and the provisional. As a
theme Imperfection will both celebrate Istanbul’s distinctive creative qualities, and
encapsulate a wider discussion about the nature of design in the contemporary world. It
will tell the world something about Istanbul, and offer the world a sharp insight into the
nature of contemporary design.

Imperfection is a new take on old ideas. It gives the Japanese concept of Wabi, of imper-
manence, transience and imperfection a new expression. It is one that motivates an entire
generation of young designers. It is to accept that we no longer believe in utopia, but find
inspiration in working with the messy reality of everyday life. When the quality of machine
production is a given, there is no need to pursue precision and repetition for their own
sakes. It becomes possible to introduce the possibility of deviance from a perceived norm
into the process. Imperfection is much harder to ork with than perfection. To try to make a
perfect object is to know what to aim for, when you design every joint, create every seam,
and shape every surface. But to look for the positive qualities in imperfection, you

cannot blindly commit to a process or a conceptual framework and expect the outcome
you would like simply through the exercise of skill or persistence or consistency. Every
decision is a personal choice, not the result of a philosophy.

For a designer the tricky thing about looking for the qualities of imperfection is the
demands it places on them to justify aesthetic decisions. Perfection is an aspect of an
object that while it may not be easy to achieve, is conceptually straightforward. In the
age of mass production, perfection has been taken to mean the ability to make hundreds,
thousands or even millions of objects that are all exactly the same. The word itself
suggests the existence of an original, with the special qualities that implies. Such objects
are understood as perfect copies of something else, rather than objects that are to be
understood as having their own individual qualities. Mass produced objects are the
outcome of an era in which though there may be a prototype, or a model, there is no
original. It is the mass produced nature of the object that is the point of the exercise.
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It means that every Volkswagen from a particular production run, is the same as every
other Volkswagen. There is no single ideal object, with what Walter Benjamin called the
‘aura’ of art, creating a category of object to distinguish it in an age of mechanical
reproduction. What there is by contrast is the promise of performance for the many. Each
car has the same characteristics, the characteristics of the model. It is in some ways the
very opposite of the human desire for the distinctive and the individual, the instinctive
desire to make our possessions our own. The pursuit of the perfect is in part an
understanding of one of the issues of the early days of mass production.

To explore the attractions of imperfection puts the designer in a much more exposed
position. Every step of the design process demands making a decision, as it were, without
a safety net. We now have the possibility of using industrial production with a new level
of sophistication. Not to use a machine to make an object that looks as if it was made by
hand—something that has been a subtext to manufacturing since the beginning of the
19th century. When the quality of machine production is a given, there is no purpose in
pursuing precision or repetition for its own sake. It becomes possible to introduce the
possibility of variation and individuality into the process. So shiny glossy surfaces can be
replaced by lesser degrees of polish. Pure geometry is not the only possible formal
language. Pure colour can give way to muddy mixes. Symmetry is not the only option. The
motivation in attempting to exploit the possibility of imprecisions to find ways of tinkering
with mass production methods to give objects the charisma of the individual, is to make
it clear that your vase, glass or, even chair is not exactly the same as all the others, and in
some sense is distinctively personal. It is to soften and domesticate the industrial.





