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Ahsaba Gonliiyle ve Emegiyle Sekil Veren Bir
Sanatkar

Agaca sekil vermek, insanligin en eski
ugraslarindan biridir. Bu ugras da bilinmeyen
zamanlardan beridir de sanata dénUsmdustir.
insanin  fitratina, ruhuna en vyakin gelen
sanatlardan biridir de diyebiliriz. Ahsap
sanatinda insan tabiata hikmetmez, tabiatin
icinde sakli guzellikleri usulca ortaya cikarir. Usta
malzemesine saygl duyar, onunla arkadas olur.
Sanatkar ahsabi, ahsap da hayatimizi gtzellestirir.
Bu sanat ustadan ustaya, mekandan mekana,
emekten ruha binlerce yildir ginimuze kadar
bdyle gelmistir.

Suat Yazici Beyefendi, iste bu kadim sanatin
gunumuizdeki 6nemli sanatkarlarindan biridir.
Bin yildir agacin glzellikleriyle stslenen Anadolu
cografyasinin yetistirdigi, Ahi gelenegini yasatan,
hala bir 06grenci heyecaniyla Ureten Yazici
eserleriyle bizi tarihte ve vatanda bir yolculuga
cikariyor. GUnUmUzUn basmakalip, fabrikasyon
Uretimleri arasinda bize 6zUmUzU hatirlatan bu
eserleri simdiki ve gelecek nesiller icin ulasilabilir
kilmay! bir gbérev olarak gérlyoruz.

BUtun tarih kitaplarinin ve milli hafizamizin ortak
bilgisi sudur. Biz bu topraklarda sadece kilicimizla
degil sanatimizla var olduk. Bu vesileyle sanata,
bilhassa geleneksel ve tarihi derinligi olan
sanatlarimiza ve sanatkarlarimiza 6zel bir ilgimiz
vardir. Sanat tarihimiz bizim icin ayni zamanda
kimligimizin de tarihi demektir.

Agacla Bir Omdir sergisini bdyle bir perspektifle
duzenledik. 40 yili asan sanatsal birikimini
bu sergide bir araya getiren Suat Yazicrnin
eserlerindeki incelik, ruh ve tabiat sevgisi bizim
nasil bir millet oldugumuzu da gdsteriyor.
Kultirin ve sanatin tarihsel baskenti olarak
Uskldar’a cok vyakisan bu sergi icin &nce
sanatkarimiz Suat Yazicl'ya, bu sergiye emegi
gecen calisanlarimiza tesekklr ederim.

lyi ki sanat var.

An Artist Shaping Wood with His Heart and His
Hand's

Forming wood remains one of the oldest pastimes
of a time unknown, this pastime evolved into
art. One can also say it is an endeavor close to a
human’s heart and disposition. In woodworking
the artisan does not rule over nature but instead
gently brings forth the beauty hidden within
it. The master respects the material, becomes
friends with it. The artists embellish the wood
and in return, the wood enriches our lives. This is
how the art of woodworking was inherited from
master to master, place to place, hand to heart
for thousands of years reaching us today.

Esteemed Suat Yazici represents the great
masters of woodworking, in our lifetime. He was
brought up by the Anatolian hinterland, ornated
with woodworks for thousands of years, and
embodies the Ahi tradition of this land. Yazici, who
still produces with the curiosities of a student,
takes us to a journey in time and homeland
through his work. We rise to the challenge of
presenting these artful pieces, which remind us of
our origins in the face of conventional industrial
productions of today; now and for posterity.

This is the common knowledge of all history books
and our national memory: We occupied this land
not only with the strength of our sword but with
the zeal of our arts. Therefore, we are interested in
arts and especially the traditional arts that carry a
historical depth, and the artisans producing them.
Art history to us is the history of our identity.

This is the perspective we have decided to present
the exhibition A Life in Wood. The finesse, soul
and love of nature oozing from Suat Yazici’s
forty-year retrospective bears witness to the
qualities of our nation. | would like to thank first
and foremost to Suat Yazici and to all our staff
for their labors into this exhibition that enriches
Uskddar, the historical capital of culture and arts.

Good thing there is art!

Hilmi TURKMEN

Uskudar Belediye Baskani / Mayor of Usktidar
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Dogadan Hayata ve Sanata Uzanan Kopriiler

Doganin bize sundugu en degerli malzemelerden
biri sUphesiz ahsaptir. insanin kendini rahat ve
guvende hissettigi mekanlara hayat verir, sicaklik
katar. Caglar boyu farklh kulttrler tarafindan
bambaska bicim ve islevlere kavusturulan
ahsap, medeniyetlerin besigi Anadolu ve doért
imparatorluga baskentlik etmis kadim istanbul
sehri icin de dnemli bir yere sahiptir.

Sade barinaklardan gérkemli kosklere ve yalilara,
evin hem yapi tasint hem déseme ve mobilyalarini
olusturan bu soylu malzemenin tarihi mirasi ve
kaltarel birikimi buglin, degerli ahsap sanaatkari
Suat Yazicrnin eserleri ile gelecek kusaklara
aktarilmaktadir.

Temelleri 1969 yilinda istanbul’da atilan ve 1970’te
Anadolu’'nun ahsap baskenti Kastamonu’da
Uretime baslayan yarim asirlik bir sirket olarak,
bu degerli mirasi gunimuze tasiyan calismalara
destek olmaktan gurur ve mutluluk duyuyoruz.

Kastamonu Entegre olarak yasam alanlarini
tamamlayan UrUnlerimizle dogadan hayata kdpra
olurken, hayatimizi zenginlestiren kultlr sanat
calismalarina da destek olmaya devam ediyoruz.

Bridges from Nature to Life and Art

Wood proves to be one of the essential materials
nature provides. It gives soul and comfort to
spaces where people feel safe and at ease.
Wood, which was carved into various forms
and functions by different cultures through the
ages, plays a vital role in Anatolia, the cradle of
civilizations, and Istanbul, capital of four empires.

Wood provides both the building block and
furnishings of a house for simple dwellings as well
as magnificent mansions and villas. The historical
legacy of this dignified material and its cultural
heritage is carried to future generations with the
works of valuable wood craftsman Suat Yazici.

Our company’s foundations were laid in Istanbul
in 1969. We started production in Kastamonu,
the wood capital of Anatolia, in 1970. Welcoming
our fifty years in the trade, it is our pleasure to
support projects such as this that continues
this precious legacy. In Kastamonu Entegre, our
products complement living spaces providing
bridges between nature and daily life, and we
support culture and arts that complement our
lives.

Haluk YILDIZ

CEO, Kastamonu Entegre

@ kastamonu
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Sanatc¢inin Onsézii

Buglin sergilenen eserlerin hikayesi 1980
yilinda Kuledibi’ndeki atblyeye tasinan bir
ceviz sandikla basladi. Ben gérdigimde altmis
yilin demlendirmesiyle daha da glzellesmisti.
Sandigin sahibi babaannesinin dagiimis ceyiz
sandigini kullanarak raflar yapmak istiyordu.
Kendisinden bu sandigialdim,onayine cevizden
génline goére raflar yaptim. O agaca mest
olmustum. Uzerine Turk ceyiz sandiklarinin
geleneksel motiflerinden birini buyuk bir
itinayla oydum. Bugln izleyeceginiz parcalar
arasinda gonlimun sahikasi odur.

O gln kirik dékik bir sandigin icindeki cevheri
gobrecek terbiyeye ermeme vesile olan kisi 1967
yilinda Bingdl Sanat Enstitisi’nin madurd ve
on bes yasindaki, yer sofrasindan baska esya
bilmeyen halime dekorasyonun ve mobilyanin
insan hayatinin vazgecilmez bir parcasi olacagdi
fikrini vererek meslege baslamama vesile olan
agac isleri 6gretmenim Sezai Yalines’tir.

Meslek yasamim ilerledikce hem adaca hem
ahsap isciligine olan askim alevlendi. Bu
tutkunun bUyUmesinde ustalarrmin ve vyol
arkadaslarimin  katkisi coktur. Atolyelerde
yapilan eserlerin en iyileri en guzelleri ortak
akildan damitilarak vicut bulanlardir. Ne
mutluyum ki ben de bdyle bir ortamin dnce
parcasi ardindan da sahibi oldum.

Kan bagdiyla amcam ama daha cok vefa badiyla
ustam olan Hayri Yazici 1930’larda istanbul’a
Galata’nin Kuledibi’ne gelerek, son kusak Rum
ustalardan marangozluk meslegini &é3renmis.
Meslegini askla icra eden, zanaatkar, isini ve
bilgisini sakinmayan bir ustaydi. Uzun vyillar
bir ¢c6zUmUn zoruna girdigimde rlyalarimda
kendisine “Biraz daha yasasaydin da beni
daha iyi yetistirseydin,” diye sitem etmisligim
vardir. Atdlyeciligim onun sayesindedir.
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Artist’s Foreword

It all started with a walnut chest that was
brought to the workshop in Kuledibi back in
1980. It was almost sixty years old and even
more beautiful with age. The owner intended
to make shelves out of her grandparents
dowery chest. | bought the chest for myself
and made new walnut shelves that pleased her.
| had fallen for that wood. | meticulously carved
one of the traditional motifs of Turkish dowery
chests on it. Among the works you see today, it
is the dearest to me.

The person who provided me with the
education to see the ore in a broken chest was
none other than Sezai Yalines, the director of
Bingdl Art Institute and my woodwork teacher
in 1967. At the time, my notion of furniture was
no more than a simple floor table. He gave my
fifteen-year-old self the idea that decoration
and furniture would be an indispensable part
of human life.

As | progressed professionally, my love for
wood and craftsmanship flared. My masters
and my companions contributed significantly
to the growth of my passion. The best works,
the most beautiful ones, made in a workshop
are the products of consensus. | am glad that
| was first a part and later the initiator of an
environment that valued others’ opinions.

Hayri Yazici, my uncle by blood, but rather my
master with loyalty, came to Istanbul’s Kuledibi
region of Galata in the 1930s and learned the
art of carpentry from the last generation Greek
masters. He was a craftsman who performed
his profession with love. He was generous with
his knowledge, and with his work. For many
years, when a difficult solution cornered me,
| had reproached him in my dreams, “If you
lived a little longer, you would have raised me
better.” My workshop is thanks to him.

1970’li yillardan baslayarak hem profesyonel
islerimde hem de eserlerimde yuksek mimar
muhendis Mehmet Tataroglu’nun rehberligi
yolumu acmistir. Cizdigi ve yodnettigi sayisiz
projeler bir yana Mehmet Tataroglu plastik
sanatlarin her tarlGsinld sindirmis, sanat
eserinin  her detayini okuyacak kadar
uzmanlasmis bir sanat asigidir. Beni de
hep daha iyisini  yapmak konusunda
yureklendirmis, bilgilendirmis ve ruhuma
sanatin izlerinin islemesine vesile olmustur.

Tataroglu vesilesiyle tanistigim, isimle kendimi
kanitladigim saygideder Suna ve inan Kirac
ve buUyUk ailelerinin muhterem diger Uyeleri
Istanbul’un ve zaman zaman Dulnya’nin en
seckin parcalarini incelememe, onlar Uzerinde
calismama firsat vererek, islerimi degerlendirip
godrislerini  paylasarak, calismalarimi  &évip
beni ylUreklendirerek meslegimi ve sanatimi
yUkseltmislerdir.

Bu isler, ortak akilla, arastirarak, konusunda
uzman Kisilerle tartisarak, dnce kagit Gstinde
cOzerek, tasarimi en iyi sekilde canlandiracak
malzemenin marifetli ellerde zamana acimadan
en yuUksek sabirla islenmesiyle olusturulmus,
kirk yilda biriktirilmistir.

Hepsi Turkiye’de yetismis, tarafimdan bizzat
secilmis, dogal sartlarda kurutulmus degerli
agaclar Uzerine calisiimistir. Turkiye’de kendi
agacimizin, kendi gelenegimizin, kendi
isciligimizin ve kendi ustaligimizin meyvelerini
ortaya koymak niyetiyle sizlere sundugum
sergi ve beraberinde hazirladigimiz kitap bir
kisiyi bile bu meslegdi secmeye ve glzel eserler
ortaya cikarmaya cezbederse kendimi hedefe
ulasmis sayarim.

Bu eserlerin olusmasinda emeklerini, fikirlerini,
desteklerini benimle birlestiren yol
arkadaslarim, ortak aklin insanlarini  da
sizlere sunmak isterim. Oncelikle Agdac isleri

Starting from the 1970s, the guidance of master
architectand engineer Mehmet Tataroglu paved
the way for my profession and my art. Apart
from the numerous projects he has designed
and managed, Mehmet Tataroglu is an art lover
who has absorbed all kinds of plastic arts and
is specialized enough to read every detail of
an artwork. He has always encouraged and
informed me to do better and has helped me
to follow the traces of art in my soul.

Suna and [nan Kirac, whom | met on the
occasion of Tataroglu and proved myself with
my work, and other esteemed members of their
great families, elevated my profession and my
art by allowing me to examine and work on
some of the most distinguished pieces of the
world, through evaluating my work and sharing
their opinions, and by praising my craft and
encouraging me.

The pieces of this exhibition were accumulated
over forty years. They were designed and
crafted by way of research, expert opinion and
consensus. Every detail was first analyzed and
solved on paper only to be patiently applied
on the best material for the job by master
craftspeople.

Each piece is worked on locally grown, air
dried wood. | personally selected them. |
present this exhibition intending to reveal the
fruits of our own trees, our own traditions, our
own craftsmanship and our own mastery. If
even one person is lured into this profession
and tempted to produce fine works of art by
this exhibition and publication, | will consider
reaching my goal.

| would like to present my companions who

consolidated their ideas, labour and support in
producing these pieces over the years.
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Atdlyesi’nin  erbaplar:  Gazi  Universitesi
Agdac isleri Ogretmenligi BdIUmMU’nden okul
arkadasim, yakin dostum ve otuz bes yillik
sorunsuz is ortagim Ali Basoglu. Atdélyecilik
hayatimda hep yanimda olan, Ureten,
kardeslerim Servet ve Ozcan Yazici. Ustamin
adint  verdigim, atdlyemi emanet ettigim,
ailemizin meslekteki G¢cincu kusagi oglum Hayri
Yazicl. Agac isleri egitimlerini tamamladiktan
sonra yirmi bes yildir yanimda meslegi askla
ve ileri seviyede icra eden ahsap zanaatkari
yegenlerim Alpaslan ve Fatih Mehmet Yazicl.
Kirk yildir, oyma sanatinda tim isteklerimi en
Ust seviyeye cikarma sabrini gdsteren ahsap
oyma zanaatkari dostum Kaya Deger.

Atdlyemizin Uretimlerine kendi ustaliklarini
katan meslek erbaplari; Ustin tasarm ve
cizimleriyle serbest kalem Ustadi mimar Etem
TUzUun, teknik resimle yaraticiligr harmanlayan
ressam Harun Acan, meslek hayatimda oldugu
kadar sergi sUrecinde de her konuda destek
olan ve beni ylreklendiren yuUksek mimar
Aysen Saner; ve kendi alanlarinin blyUk
ustalari, islerimizi daha iyiye vardiracagini
bilerek emanet etmekten gurur duydugumuz
dostlarimiz, ahsap cila sanati Ustadi Niyazi
MUnNnUkIG, altin varak sanati Gstadi Aziz Dénmez
ve pentdr sanati Ustadi Fikri Kaya.

Her bir isimiz gibi bu sergiyi de bir ekiple ortaya
cikarttik.

En basta, sergi disincemin hayat bulmasina
mutevazice karar veren Kuiltir ve Sanatin
Baskenti UskUdar’in degerli Belediye Baskani
Hilmi Turkmen’e stkranlarimi sunarim.

Beni atdélyemden kamuoyu OnlUne cikaran
ve 2017 yilinda dmrimde aldigim en kiymetli
odul saydigim Yilin Ahisi mertebesine layik
gdrilmeme vesile olan istanbul Esnaf ve
Sanatkarlar Birligi Baskani Faik Yilmaz ve
Yonetim Kurulu Gyelerine tesekklr borcluyum.
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Firstly, the masters of Adac isleri Atdlyesi [The
Wood Workshop]: My classmate from Gazi
University Departmentof Woodwork Education,
my close friend and business partner of over
thirty-five years, Ali Basoglu. By productive
brothers Servet and Ozcan Yazici who always
stood by me along the years. My master’s
namesake, the third generation in the business,
my son Hayri Yazic.. My nephews Alpaslan
and Fatih Mehmet Yazici, who have worked
with me for twenty-five years following their
professional training and became exceptional
craftsmen. My master woodcarver friend of
forty years Kaya Deger, who patiently elevated
all my requests to a higher level.

Masters who add their skills to the productions of
our workshop: Architect Etem Tizdn, a master
of freehand with superior designs and drawings.
Painter Harun Acan, who blends creativity with
technical drawing. Master architect Aysen
Saner, who supported and encouraged me in
every aspect of my professional life and during
this exhibition. Grandmasters of their respective
fields, craftsmen whom we are proud to entrust
our work knowing that they will improve, wood
finishing and polishing master Niyazi Mincikld,
gilding master Aziz Dénmez and painting
master Fikri Kaya.

Like all else this exhibition was a team’s work.
First and foremost, | would like to express my
gratitude to the esteemed Mayor of Uskdiidar,
the Capital of Culture and Art, Hilmi Tirkmen,
who decided to bring my idea of an exhibition
to life.

| am grateful to the president of The Union of
Craftsmen Chambers of Istanbul Faik Yilmaz
and the members of the Board of Directors, who
relieved me from my shop and brought me to
the public attention. In 2017, they deemed me
worthy of the rank of Ahi of the Year, a praise |
consider the most valuable of my life.

Bu sergiyle sonuc¢lanan slUrec onlarin vesilesiyle
basladl.

UskUdar Belediyesi Kultir Sanat Danismani
Gulsim Hasbal islamogdlu ve serginin kiratori
Meycem Ezengin serginin vicut bulmasinda
blUyUk emek verdiler; sag olsunlar.

Serginin bir kitapla zamansizlasmasini saglayan
destek¢cim Kastamonu Entegre Agac Sanayi
Ticaret Anonim Sirketi'ne tesekklrU borg¢
bilirim.

Bu yayinin ortaya cikmasindaki katkilari icin
fotograf sanatcisi Mehmet Okutan, editdér Ezgi
Ariduru ve yayin danismani Ahmet Taner Ozer’e
tesekklr ederim.

Son olarak, basta esim Ulk( Yazici olmak Gzere
manevi desteklerinden dolayr tim aileme
tesekklr ediyorum.

Uskdidar Municipality Culture and Art Consultant
Gllstiim Hasbal Islamoglu and the curator of the
exhibition Meycem Ezengin worked tirelessly to
bring this exhibition to life; | am most grateful.
| would like to thank Kastamonu Entegre Adac
Sanayi Ticaret Anonim Sirketi for carrying this
exhibition beyond the limits of time and space
with their support for this book.

| would like to thank photographer Mehmet
Okutan, editor Ezgi Ariduru and publishing
consultant Ahmet Taner Ozer for their
contributions to the publication.

Last but not least, | would like to extend my

heartfelt thanks to my family starting with my
dearest wife Ulki Yazicl.

Suat YAZICI

Ahsap Ustasi / Woodwork Artist
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Agacin Sanatini Yapmak

Ahsap ustasi Suat Yazic’nin 1980’den bu yana
Urettigi islerden bir seckiyi sergiledigi Agacla
Bir Omdr ahsap isciliginin cesitli drneklerini
ve sanatcinin farkli dénemlerdeki meraklarini
yansitarak izleyicilere genis bir yelpazede
ornekler sunuyor.

Osmanli sonrasi, erken Cumhuriyet ddnemi ev
kaltarindeki bolgesel farkliliklar Suat Yazicr’'nin
0z yasam oykusinden de izlenebilir. Yazicr’nin
kendi anlatimiyla dogup blUylddiglu evde
gdbrdligl, mobilya tanimina uygun parcalar
sandiklar ve sofra altliklarindan ibarettir.
Sandiklarin Anadolu evinde en énem atfedilen
mobilya olarak korundugu, gerek ceyizlik
gerekse tohumluk olarak kullanildigl, bu
islevleriyle de en &zenilen, usta isi Uretilen ve
en cok bezenen parcalar oldugu sdéylenebilir.
Yine Anadolu’da sandiga eslik edebilen rahleler
ve daha cok mimari unsurlar olarak karsimiza
cikan yukluk kapaklari, nisler ve pervazlar
bulunur.

Erken Cumhuriyet dénemi egditim politikalarinin
bir tezahUrU olarak Yazicnin da ahsap
egitimi bu 6rneklerle ve yerel agaclarla sinirli
kalmis ancak siki bir islik terbiyesiyle birlikte
aktarilmistir.  Sanatci,  olasilikla bbélgede
yetisecek &grencilerin (zanaatkarlarin) ihtiyac
duyacagl donanimin bu olduguna dair inanis
nedeniyle yerel kalan egitiminin yetersizligini
ancak istanbul’daki atdlyeye geldiginde fark
edecektir. Bingdl Sanat EnstitisU’nde tastamam
edindigi en 6nemli sey agac isciligine olan
tutkusu olmustur. istanbul Kuledibi’ndeki Hayri
Yazici atdlyesinde kendisini ustalara teslim eder.
Iki yil sonra Ankara Yiksek Teknik Odretmen
Okulu sinavlarinda istanbul'daki atélyede
usta c¢irak duzeni icinde 06grendikleriyle
ddénemin 6gretmenlerinden ovguler alacaktir.
Istanbul’daki atdlye ise bu okumus ciraklarindan
proje ve teknik cizim konusunda destek
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Reaching for the Art in Wood

A Life in Wood - Woodworks Exhibition brings
forth a selection of works wood craftsman Suat
Yazici produced since 1980 and presents a wide
range of artistic wood crafts representing the
artists range of interests over time.

Differences in the home culture of distant
regions of post-Ottoman early Republican era
can be traced in the life of Suat Yazici himself.
According to his accounts, furniture in his birth
home was limited to chests and table bases. It
can be argued that the chests were cared for as
the most important furniture in the Anatolian
house. They were made to keep the most valued
articles in the house, the bride’s dowry and the
seeds for the crop. They make up the most
elaborate, masterful and decorated piecesin the
simple Anatolian house. Also in these houses,
other examples of artistic woodworking are
book stands, and some architectural features
such as closet doors, niches and cornices.

As a manifestation of the young Republic’s
education policies, Yazicr’'s woodworking
education was limited to these locally available
forms and local trees. Still, it was conveyed
with a strict workshop etiquette and training.
Such a curriculum was most likely a result
of the belief that it equipped the students
(craftsmen) with the necessary knowledge for
the region. However, the artist would notice
the insufficiency of his education once he
arrived at the workshop in Istanbul. The most
important thing he acquired perfectly in Bingd/
Art Institute was his passion for woodcraft. He
surrendered himself to the masters of Hayri
Yazici’'s woodshop in Kuledibi, Istanbul.

Just two years later, in the entrance exam for the
Ankara Teacher Training Institute, professors
would praise this apprentice’s mastery of
technique and material. Back in Istanbul, the

gbrecek, kalkinacaktir. Bu iki tedrisattan
birlikte gec¢mis olmanin Suat Yazicr’'nin
sanati Uzerinde olumlu etkileri oldugunu
teslim etmek gerek. iki ekolin sanatcida
sentezlenmesi asil avantaji olmustur ki bu
ve benzer &rneklerin daha evrensel bir sanat
egitimi icin yol gdsterici olmasi distnulmelidir.

Suat Yazic’'nin malzeme bilgisinin artmasi,
farkli donemleri temsil eden cesitli nitelikte

mobilyalarla tanismasi istanbul’'dadir. Bu
atélyede dénemin Fransiz etkisindeki
mobilyalarini  stil ve teknik olarak gorlp
taniyacak, mobilya formlari, bunlarin

sUslemeleri ve Uretim teknikleri Uzerine
genis bir repertuvara kavusacaktir. Ote
yandan sanatci Anadolu ahsap sanatinin,
ceyiz sandiginin kiymetini de unutmaz. Buglin
sergilenen yapitlar arasinda hem koleksiyonun
ndvesini olusturan hem de ahsap islerini bir
sanat olarak okumakta ve ele almakta kendisine
ilham verdigi icin sanatcinin en énde gelen eser
saydigl yine bir ¢ceyiz sandigi paneli olmustur.

Sanatcinin - ¢cok  yonldligunlt  yansitacak
bicimde zengin ve farkli parcalardan olusan
kalliyati degdisik  sekillerde  gruplanabilir.
islevlerine gdre minferit mobilyalar, mimari
unsurlar, bezemeler ya da Ust ylzey islemleri
bakimindan cilali, varakli ve boyali isler ana
basliklari altinda ele alinabilecek bu yapitlar bir
bltlun olarak Suat Yazicr’nin yasami ve sanatini
oldugu kadar Anadolu ve istanbul’'un, kent
ve kirsalin ahsap islerine yaklasimlarini da bir
elden gdrmeyi sagliyor.

Sergide yer alan Edirnekari teknigiyle
renklendirilmis ahsap islere bakildiginda
Suat Yazicrnin gelenege olan meraki, yeni
teknikler 8grenmekteki hevesi ve bu tekniklerin
dosdogru ve &zgln hallerine varmaktaki
Israrinin  yenilik¢iligiyle nasil harmanlandigini
gdrmek mimkuin. Geleneksel olarak kabartma
ya da oyma ile hacimlendiriimemis ylzeylerde

woodshop benefits from the formal education
of their enthusiastic apprentice. Suat Yazici’s
art was most certainly affected positively
from having graduated from both formal and
traditional schools. His true advantage was
being able to synthesise the best of both worlds.
This and similar cases should encourage for a
universal art education.

It was in Istanbul that Suat Yazici encountered
furniture of various qualities representing
different periods and expanded his knowledge
of material. In this workshop, he was introduced
with the French-influenced furniture of the
period in terms of style and technique. He
gained a vast repertoire of furniture forms, their
ornamentation and production techniques. On
the other hand, the artist held on to the value
of the Anatolian woodcrafts and the art of the
dowery chest. After all, it was such a dowery
chest panel that seeded the collection before
us today and inspired the artist to consider
woodworking and produce woodworks as art.

Reflecting the artist’s versatility, his rich and
diverse collection can be grouped in different
ways. Furnitures, architectural elements and
ornaments according to their use, natural,
gilded or polychrome pieces according to their
finish all these works compose the story of
Suat Yazicr’s life and art. They also provide an
insight to the differentiating attitudes towards
working with wood of the rural and the urban,
Anatolia and Istanbul.

Looking at the polychrome Edirnekari works
in the exhibition, one can easily observe Suat
Yazici’'sregard for the traditional, his enthusiasm
for learning, and his insistence on reaching
the correct and original forms of a technique
blending with innovation. Combining Edirekari’s
colour aesthetics and forms with carved wood
is Yazicr’'s main contribution to the tradition
since this technique is not traditionally applied
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uygulanan bezeme teknigi Edirekari’nin
renk estetigini ve formlarini oyma ahsapla
birlestirerek uygulamasi, sergilenen boyall
islerde Yazicr’nin asil katkisidir. Resim sanatcisi
Fikri Kaya’yla birlikte tasarlanip uygulanmis bu
isler boya altindan ahsap dokusunun géruldtugu
bir saydamlikta calisiimistir. Edirnekari’nin
geleneksel formu olan cicek buketi ahsap
Uzeri oyma seklinde yeniden can bulmustur.
Boylelikle her iki stilin glc¢li ydnleri bir araya
gelerek Yazicr'ya ait bir dilin ortaya cikmasini
saglamistir. Edirnekari renklendirmelerin
Suat Yazicnin yapitlari arasinda yeni bir
soluk oldugunu, sanatcinin “dersini calismayi
surdlrddgund” sdéylemekten cekinmemek gerek.

Varakli islere bakildiginda ise cok daha doygun,
daha olgunlasmis, kuvveti anlasiimis bir
estetikle karsilasiyoruz. Bunda elbette varak
isinin istanbul mobilya ve dekorasyonunda daha
yaygin ve daha bilin¢liolarak kullanilagelmesinin
ve dolayisiyla Suat Yazicnin bu malzemeyle
cok dahauzun zamandir daha yakindan calismis
olmasinin etkisi var.

Varakli islerle ilgili yaygin bir yanhs gbérus
varagin degersiz gbérilen malzemeyi 6rtmek,
onu gizlemek ve altin yaldiziyla ona deger
kazandirmak icin kullanilan bir arac oldugu
ydéninde. Oysa Suat Yazic’nin  varakl
parcalarinda varagin kendisini gdstermesine
izin veren dogru secilmis ahsabin, yine varak
calismaya izin veren, varagin katki saglayacagi
bir oyma teknigiyle islendigini gdriyoruz.
Varagl ahsabi gizlemek ve 6rtmek, sUslemek
icin degil, ahsabin da varak gibi bir parcasi
oldugu toplam yapiti yukseltmek icin kullanma
ustaligina erismis bir el bu yapitlarin sahibi.

Sergide varagin dénUsturicu etkisini
kavramamiza izin veren iyi bir ©&rnek
ayni formun cilali ve varakh o6rneklerinin
gbéruldigu tirnakl aynalardir. Bunlar yan yana
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on carved surfaces. Teaming up with painter
Fikri Kaya, Yazici opted for a transparent
application of colour revealing the wood grain
underneath. Bouquet of flowers, the traditional
motif of Edirnekari is given new life on carved
wood. In this way, both styles’ strengths
came together and led to the emergence of a
language belonging to Yazici. We should not
hesitate to say that Edirnekari is a new breath
among Suat Yazicr’s works and that the artist
continues to experiment.

Nevertheless, when we ook at the gilded works,
we encounter a much more saturated, more
mature, and powerful aesthetics. Of course, this
is due to the widespread and more conscious
use of gilding in furniture and decoration in
Istanbul, and that Suat Yazici has worked
closely with this material for much longer.

A common misconception about gilded work is
that gold is a tool used to cover, conceal, and
gild material deemed worthless. Whereas in
Suat Yazici’'s work, we see a careful selection
of wood which would best showcase gild
coupled with a conscious choice of carving
design, allowing a symbiosis between form and
finishing. Behind these works is a hand that has
achieved the mastery of using gold, not to hide
and cover or simply ornate wood, but to elevate
the total work of which wood is as much a part
as gilding.

In the exhibition, a fine example that allows
us to grasp gilding’s transformative effect is
the two console and mirrors, where natural
and gilded examples of the same form are
presented. When these are evaluated side by
side, one can observe the different energies
they emit in the same form concluding that
neither is superior to the other. As opposed
to gold’s radiant, bubbly, effervescent effect
which leaves the mirror frame overflowing its

degerlendirildiginde ayni formda yakalanan
farkli enerjilerin, biri digerinden Ustin olmamak
kaydiyla, nasil dénustigu izlenebiliyor.
Varagin 1sitk yayan, tabiri caizse, kabartan,
fokurdatan, ayna cercevesini sinirlarindan
tasirarak izleyiciye dogru yayan coskulu
etkisine karsin, ahsap malzemeyi &nceleyen,
onun sahip oldugu ickin &zellikleri ortaya
koymay! tercih eden cilada oyma formunun
daha keskin, daha tanimlanabilir, doygun bir
hal aldigr goraltr. Cilali ayna cercevesi gerek
secilmis ahsap malzemenin gerek bu agaca
uygulanan kusursuz ve dengeli oyma isciliginin
agirbasli sunumunudur. Cilali parcalarin varakli
parcalardan daha az gosterisli olmadigini
ortaya koymasi acisindan bu parcalara yakindan
bakmak o6nemlidir. Yine de ortada belirgin
bir farkliik vardir. Varak, yarattigi disa dogru
yoénelen 1sikla daha acilk bir kompozisyona
ve bu acilk kompozisyonun getirdigi duygu
durumlarina izin verirken cila daha kapali, daha
ice donuk bir kompozisyonla malzemeyi, isciligi
ve kompozisyonun kendi i¢csel bUtinligunl
ortaya koyan bir dile sahiptir ve bunun getirdigi
duygulari cagristirir.

Ahsabin cilalanmasi, alternatiflerine nazaran
yalin  gbérinmesine ragmen son derece
teferruatli, kullanilan ahsap malzemeyi oldugu
kadar Ust yUzey islem malzemelerini yakindan
tanimay! gerektiren, bu malzemeye mutlak
hakimiyetin sart oldugu birislem. Cilayi yalniz bir
koruyucu, salt bir parlatici olarak disinmemek
gerek. Sergide cila ustasi Niyazi MUnukli’ndn
elinden cikma &rneklerle temsil edilen cilall
parcalarda farkli cila tekniklerinin gerek ahsap
ylUzeyler gerekse parcanin butind Uzerindeki
etkisi izlenir.

Oyma panellisedir ceyiz sandiginda mum cilanin
agacin dokusunu ortaya koymaktaki mutevazi
hinerigorulUyor. Burada “cila” birisiltiolusturup
gdzU kamastirmiyor. Boylelikle 1sik kirilmalariyla

lines and reaching for the viewer, the natural
finish prioritises the material, prefers to display
wood’s intrinsic qualities providing a sharper,
fuller, more defined experience of the carving.
The mirror frame with a natural finish embodies
a solemn presentation of material and perfect
carving balance. It is vital to look closely at
these pieces as they reveal that natural finishes
are no less dashing than the gilded pieces.
However, there is a distinct difference. Gilding
gives way to an open composition with the light
dashing out and consequently, the moods that
it entails. While natural finish has a language
that reveals the material, craftsmanship and the
inner integrity with a closed, more introverted
composition;, and evokes the emotions it tolls.

Although it looks simpler compared to its
alternatives, natural finishing of wood is, in
fact, an extremely sophisticated process that
requires a close acquaintance with and absolute
control over wood and surface treatment
materials. Finishing is neither just a protection
norsimply a shine. In the exhibition, on examples
produced by finishing master Niyazi Mdntkld,
the effects of different finishing techniques can
be observed both over surfaces and the piece
as a whole.

The modest power of wax in revealing the
texture of the tree is evident in the carved panel
of the cedar dowry chest. Here “the polish”
does not create a glow and dazzle the eye. It
has a quality that preserves the details of both
the exquisite carving and the grain of the wood.
Since it does not prevent cedar from breathing,
it does not deprive us of its scent either.

Shellac varnish is preferred for the pieces with
marqgueterie details produced in the French
style. Unlike wax, the shellac gives body to
these elegantly detailed, finely worked pieces
and reveals their unembellished designs. The
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gerek enfes oymanin gerek ahsap dokusunun
detaylarini bize kaybettirmeyen bir &ézelligi var.
Sedirin nefes almasini engellemediginden bizi
kokusundan da mahrum etmiyor.

Fransiz Uslubunda c¢alisilmis  marqueterie
ayrintilari da bulunan parcalar icin ise gomalak
cilatercih edilmis. Gomalak uygulamasinin mum
cilanin aksine zarif ayrintili, ince isli bu parcalara
gbvde kazandiran, onlarin yalin tasarimlarini
ortaya koyan bir dokusu var. Cila yUksekligi ya
da dilerseniz derinligi, ahsabin dokusu Uzerinde
bir mercek islevi de gdrerek kdk kaplamalari
canlandiriyor. Suat Yazicr’nin agaci dnceleyen
estetik ve tekniginde, ahsap bilgisinin doruga
ciktigl bu sanatcida, malzemenin cilayla ortaya
kondugu fakat ciplak birakilmadigi sergideki
cilali parcalarin en dogru tarifi. lizleyiciyi
ahsapla ve ahsap isciligiyle samimi bir ortama,
gercek bir yakinliga getirirken ahsabi izleyiciye
karst savunmasiz birakmiyor. Bu elbette
sergide oldugu kadar Yazici’'nin elinden ¢ikmis
mekanlarda da hissedilen, sanatcinin Gslubunun
bir tarifi de olabilir.

Agacla Bir Omdr sergisinde izleyiciyle
bulusan mobilyalar farkli dénemlerden, farkli
dekorasyon stillerinden secilmis parcalar.
Yazici, bu seckiyle bir yandan Adgac Iisleri
Atdlyesi’nin becerilerinin genis yelpazesini
ortaya koyarken diger yandan agac isciligi
teknolojisini de gobzler énUne seriyor. Sergiyi
gezenlerin bu alandaki gbérglsunu yukseltmek
amacini sezmemek mUmkin degil. Ornegin,
tamamlanmamis—yapisal unsurlarini  ortada
birakan—parcalar bir kUpeste o6rneginde ya
da bir masa ayaginda karsimiza cikabiliyor.
Masa ayagina yakindan bakilacak olursa
kendiliginden c¢ok mukavim bir malzeme
olduguna inandigimiz ahsabin becerilerinin
aslinda usta ellerde nasil yukseltildigini
gdbriyoruz. Disaridan yekpare bir ahsap
kGtugunden oyulmus izlenimi veren bu masa
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height of varnish, or its depth if you prefer,
acts as a lens on the wood'’s texture reviving
the burl veneer. Suat Yazici, with his aesthetics
and technique prioritising wood, is an artist
whose knowledge of wood reaches its peak.
An accurate description of these pieces is that
they are revealed with the finishing but not
exposed. While bringing the viewer to a sincere
atmosphere and a real proximity with wood
and woodwork, he does not leave the wood
vulnerable to the viewer. Of course, this can be
a more general description of the artist’s style,
which is felt in the exhibition and the spaces
Yazici creates.

The furnitures selected to appear in A Life
in Wood are samples of different eras and
different decoration styles. With this selection,
Yazici, reveals the wide array of skills of
AgJac isleri Atdlyesi and exemplifies a series
of woodworking technology. [t is almost
impossible not to feel the leitmotif of educating
the viewer. For example, incomplete pieces—
showing off their structural elements—appear
as a handrail sample or an isolated table leg. If
we look closely at the table leg, we see how the
skills of wood, which we already consider to be
a very sturdy material, are actually enhanced
by the hands of the master. It can be seen that
the technology of this table leg, which gives
the impression of being carved from a solid
log from the outside, is entirely different. The
pieces masterfully stacked together in its core
has increased its strength. In this example, Suat
Yazici has provided wood with more skills than
the tree has.

The issue of originality is an essential topic
for Suat Yazici. The emphasis on replicating,
learning and gaining experience by doing in
the core of his education continued on to his
master years. He continues to regard himself
as a student. Yazici recreated examples he

ayaginin teknolojisinin bambaska oldugu,
Ustin bir ahsap isciligiyle catilmis parcalarin
mukavemeti arttirdigr ve bu ahsap &rnege
agacin sahip oldugundan daha fazla becerinin
Suat Yazici eliyle kazandirildigi gérulebilir.

Ozginlik konusu Suat Yazicrnin Uretiminde
6nemlibirbaslik. Zanaat egitiminindagarcigindaki
yapilani yeniden yapma, yaparak 6grenme ve
deneyim kazanma vurgusu kendini her daim
ders calisan bir &grenci olarak kabul eden
sanatci icin ustaliginda da sirmuas. Sanatli
buldugu o6rnekleri roléve etmek bunlarin
Uretimlerini bastan ele almak onlara yeniden
hayat vermek kimi zamansa hayata dénmelerini
saglamak isteyen Yazici muUzayedelere cilkmis
eserlerden, /n situ mimari unsurlara kadar
gdbnllinU kazanmis ahsap islerini derlemis ve
yeniden ele almis. Zaman zaman atdlyede
dogrudan mdusterilerin  talepleriyle Uretilen
replikalar dahi buradan ayrilirken muhakkak
Suat Yazicr’nin imzasini  tasiyacak sekilde
“dizeltilmis.” iki drnedi sergilenen asimetrik,
Barok tarzda sévalelere baktigimizda, Yazicr’'nin
bunlarin formlarini  korurken, gelistirilebilir
buldugu orijinalleri yeniden ele aldigini ve
strakturlerine yaptigr dizeltmelerle sdvaleleri
eskisinden gucli ve dengeli hale getirerek
onlara daha uzun &murli olma firsatini verdigini
gbérliyoruz. Bu muUdahaleler géze gdérilmeyen
ancak ustayi tatmin eden dokunuslar. izleyenin
gbdzlnde eskisi ile yenisi, orijinaliyle derlemesi
arasindan goérindr bir farkliik olmamakla
birlikte ikincisinin yasam kosullari, becerileri
ve aslinda varolusu zenginlestirilmis oluyor. Bu
glc¢li ama gizli dokunusta bir yandan meslege
bir yandan malzemeye hirmetin ve aslinda ahi
ahlakinin izleri takip edilir.

Mobilyalardan ayrilip panolara baktigimizda
yine kendi i¢sel kusursuzlugu tasdik olunmus
yapitlarin Suat Yazic’nin keskisinin ucunda
yeni bir medyumda yorumlanmalarina tanik

deemed artistic from auction lists and in situ
architectural elements, to reconsider their
productions from the beginning and give them
new life. Even the commissioned replicas left
his atelier “corrected” baring the signature of
the master. Looking at the pair of asymmetrical
easels in Baroque curvature we realise that
the artist reconsidered the structure of the
originals he deemed improvable. With invisible
interventions, he made the replicas stronger
and more balanced than the originals bestowing
them prolonged life. These retouches satisfy
the artist. To our eyes, the old and the new,
original and replica appears identical, yet
conditions, capabilities and existence of the
latter are enriched. This powerful but implicit
touch caries respect for the profession and
the material and above all, the ethics of the
Anatolian craftsmen, the Ahi.

Leaving furniture to look at the panels, we
witness works whose internal perfection has
been confirmed interpreted in a new medium
at the tip of Suat Yazici’s chisel. First of all,
it is necessary to praise the artistic eye and
consideration behind this selection, made
among the masterpieces of Turkish-Islamic
art of not only famous but distinguished
calligraphers. These masterpieces are applied
to the wood perfectly. The perfection here
should be sought in both the selection of the
material used and the care shown while carving
the linear quality of the writing on the wood. The
artist, who could see the height of a medium as
thin as ink, did not miss these nuances while
echoing it onto the wood. We do not know
how many of these calligraphies he interpreted
was actually available to him. Still, he has a
touch that flows with the writing, reflecting the
energy of the calligrapher to his own chisel, as
if he was on the tip of the pen. The artist, who
analysed the original work profoundly, was
able to make the features of the new and the
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oluyoruz. Once, sadece UnlU degil cok usta,
cok mahir hattatlarin elinden ¢cikma Turk islam
sanatinin saheserleri arasindan yapiimis bu
seckinin arkasindaki anlayis ve g&zun hakkini
vermek gerek. Nadide yazilar, ahsaba kusursuz
sekilde uygulanmis. Buradaki kusursuzluk
gerek kullanilan malzemenin seciminde gerek
yazinin cizgisel niteligini ahsaba naksederken
gdsterilmis dzende aranmall. Murekkep kadar
ince bir ortamin yuUksekligini gbrebilen gbz
bunu ahsaba yansitirken de bu nUanslari
kacirmamis. Yazic’'nin  yeniden yorumladigi
bu yazilarin kacini yakindan gdrmek sansini
yakaladigini bilemiyoruz. Yine de adeta yazan
kalemin ucundaymiscasina yaziyla birlikte akan,
hattatin enerjisini kendi keskisine yansitan bir
dokunusu var. Ozglin yapiti iyi ¢ézimleyen
sanatci, formu tasirken yeni ortamin ve 6zguln
ortamin 6ézelliklerinibirbiriyle konusturabilmis.
Bu anlamda sanatcinin  sadece ahsap
oymacilhigindaki becerisini degdil dlnyaya
ddénuk estetik algisini, ¢dézUmleme yetenegdini,
yeniye, 6grenmeye olan tUkenmeyen acliginin
meyvesini yapitlarinda gérmek mumkdadn.

Sergide tamamlanmis ve kusursuzlastirilmis
olani sundugu kadar islerin natamam hallerine
de yer vererek dusinme ve Uretim sUrecini
ortaya koymaktan cekinmeyen kendiyle barisik
bir ustaligr gdérlyoruz. Hepsi, agaca dmrinu
verecek bir kisinin daha aklini ¢celebilmek icin.

original environment talk to each other when
transferring the form. In this sense, the artist’s
work demonstrates his skill in wood carving,
his aesthetic perception towards the world, his
ability to analyse, and the fruit of his endless
hunger for learning and the new.

In this exhibition, we see a self-confident
mastery that does not hesitate to reveal his
thinking and production process by showing off
incomplete works as well as the completed and
perfected ones. All to persuade just one more
person who would dedicate a life to wood.
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Cilali Eserler

isin adi cilalamak da olsa ahsap eserlerin nihai
hallerini aldiklari tamamlama sUrecleri nadiren
ylUzeyin parlatilmasini amaclar. Cilalamanin asil
amaci islenmis agaca can vermek, okunmasini
kolaylastirmaktir.

Her agacin, bu agactan gelen ahsabin ve o
ahsaptan mamul olgunlasmis mobilyanin
kendine 6zgl rengini bilmek ve yeni islenmis
eserler Uzerinde bu renge varmak cila ustasinin
asil emelidir. Bu yénulyle cila ustasi ahsaba
kendini bulmakta yol gbsterir, eserin izleyicisinin
ya da kullanicisinin ahsabin tadini bir an énce
almasi icin yardimci olur.

Pek cokcesitliagaclar, yUzyillaricinden aktariimis
sayisiz teknik ve gelistirilmis onlarca malzemeyi
en dogru sonucu elde etmek icin eslemek de
cila ustasinin maharetidir. lyi cila ne adaci, ne
de agaci isleyen ustanin isini értmez. Yalnizca
rengini degil adacin dokusunu, damarini,
suyunu korur, bunlarin tadinin alinmasini saglar
ve zamana yenik dismelerinin dnlina alir.

Ahsabin iyi islenmis olmasi cilacinin dostudur.
Dogru  derecelerle  yuvarlatiimis  koseler,
islemeyen tam sabitlenmis baglanti noktalari
cilalama isleminin saglikli yapilmasina, sonucta
da cilanin ahsabin Uzerinde c¢atlamadan
barinmasina izin verir.

Ciraklik ve kalfalik ddnemini Levanten Hanri Rigo
atdlyesinde geciren Ferikdyll cila ustasi Niyazi
MUNUKIO neredeyse kirk yildir Osmanbey’deki
kendi atdlyesinde calisiyor. ilkokulu bitirdikten
sonra Yyanlarinda vyetistigi muhterem Rum
ustalardan égrendigi sUrecleri sdyle dzetliyor:

“Ne vyapacagimiza karar vermeden &nce
bilmemiz, Uzerine disinmemiz gereken seyler
olur. Bu parcanin malzemesi nedir, nerede
kullanilacaktir ve elbette kacinilmaz olarak
sahibinin begenisi tercihi nedir? Hep anlatmaya

calistigimiz seydir; cok cila sirmekle bir is cok
glizel olmuyor. Benim ustam k&tU yapilmis cila
icin ‘Paskalya yumurtasi gibi stslenmis,” der ¢cok
kizardi. Bizim 6nceligimiz ahsaptir, cilayla agaci
yasatmaktir. Yasamak, hem agacin baktiginizda
yasamasl anlamina gelir, hem de kaliciligl, d&mrU
anlamina.

“Kestaneler, meseler, acik renkli agaclar mum
cilayl sever, bu hafif dokunusla kendini g&sterir.
Ceviz gomalak cilayla ortaya cikar. Her adacin
varacagdl rengini gérmek, bu rengi her ne kadar
uygun malzemeleri bulmak giderek zorlassa
da dogal malzemelerle arayip uygulamak
gerekir. Biz hala toprak boyalar kullaniyoruz.
Bu asamada anilinli boyalarla eksikleri varsa
damarlarini verir, tamamlariz. Uzerine kehribar
renkli potasi bir kat sUrdUkten sonra bir iki el
gomalak gecip bekletiriz. Ardindan defaten
gomalak ve zimpara yapilir. Zimparalar giderek
incelir. Bu islemler ahsabin Uzerinde birikerek
cila dedigimiz isiltiyl, glizel dokuyu verir. islemi
gomalakla bitirebilecegimiz gibi kullanim yerine
gbre daha dayanikli yeni nesil, yine dogal
Urlnlerle tamamlayabiliriz. Agacina gbre sari ya
da beyaz gomalak kullanmayi se¢cmek gerekir.
Beyaz gomalak natlrel agaclara kullanilir, onlari
sarartmaz.

“Verniklerdecesitlidir: politretan, seltlozik dolgu
vernigi ve akrilik vernik. Akrilik vernik piyano
gibi tamamen plrlzstz ylzeyler yaratmakta
kullanilir. Bizim mobilyalarda kullandigimiz
sellUlozik dolgu zayiftir, agac onu emer, kendi
niteligini kaybetmez. Dolgu vernigi atilan
parcalar figlrlerin formunun bozulmamasina
dikkat edilerek zimparalanir. Bu islem de yine
zimpara, yine gomalak devam eder oyma
figUrlerini ortaya cikaracak bir patine olusur. En
Uste bizim ipek mati dedigimiz, ustamin demi-
mat dedidi bir kat ince vernik gectik mi cila
kabuk gibi kalmaz, agda¢c onu zamanla emmeyi
sardUrar, glizellesmeye devam eder.”

Natural Finishes

The finishing processes in which wooden works
take their final form rarely aim at polishing the
surface. The primary purpose of finishing is to
return life to the processed tree and make it
more available.

Knowing the specific colour of each tree, the
wood coming from this tree and the crafted
furniture made of that wood and reaching this
colour on the newly processed works is the main
goal of the finishing master. In this sense, the
finishing master guides the wood in finding itself,
allowing the user to reach an understanding of
the wood as soon as possible.

Finishing master’s skill is to match various trees,
countless techniques and dozens of materials
that have been transferred over the centuries to
create the most accurate result. A good finish
does not hide neither the wood nor the mastery
of the woodworker. It preserves the colour,
the texture, grain and way of the tree, ensures
that they are observable and guards them from
time’s grind.

A well-treated wood is friendly to the finisher.
Correctly rounded corners, fully fixed connection
points allow the finishing process go smoothly,
and consequently, the finish remains on the
wood without cracking.

Finishing master Niyazi Mintkld of Ferikby, who
spent his apprenticeship and journeymanship
period in the Levantine Hanri Rigo’s workshop,
has been working in his own workshop in
Osmanbey foralmost forty years. He summarizes
the processes he learned from his Greek masters
he grew up with after finishing primary school
as follows:

“Before deciding how to proceed, there are
things we need to know and consider. What is
the material of this piece, where will it be used
and, of course, inevitably, what is the owner’s
taste? We always say a lot of polish does not

guarantee a lot of beauty. My master would
be furious with an inferior finishing and mock
‘oretty like an Easter egg.” Qur priority is the
wood; it is giving life to wood. Giving life in the
sense of making it look alive and also making
sure it survives for a long time.

“Chestnuts, oaks and other fair woods prefer
wax, with this light touch they reveal themselves.
Shellac is the best for walnut. You need to
foresee the shade the wood will turn with age
and reach this colour in advance utilising natural
finishing materials. Unfortunately, natural raw
materials are getting scarce. We continue to
use earth pigments. At this point, using aniline
dyes, we smooth over any imperfections of the
grain. A single coat of amber coloured potash is
applied to stain the wood which is then left to
dry before applying shellac. Multiple alternating
applications of shellac, and sanding with ever
finer sandpaper produce a coat of smooth and
shiny texture that we call polish. You can then
finalise the project using shellac or opt for more
durable new generation products. Decision of
using yellow or white shellac is based on the
type of wood and the desired effect. White
shellac that keeps them from turning yellow is
preferred for fair woods.

“There are various varnishes: Polyurethane,
cellulose varnishes as fillers and acrylic varnish.
Acrylic varnish is used to create perfectly smooth
surfaces like a piano finish. The cellulose fillers
we prefer are much thinner. The wood absorbs it
and keeps its natural qualities. Varnished pieces
are then sanded, paying attention to sustaining
the forms and carved figures. Ultimately, a
patina that brings out the carving is formed
with alternating layers of shellac and sanding.
The final layer is a thin coat of varnish. We call it
silk matte; my master used to call it demi-mat.
The wood continues to absorb this lacquer and
keeps getting more beautiful.”
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LA ILAHE ILLA HU
Allahtan bagka ilah yoktur. / There is no deity except Allah.

Hattat: Sefik Bey Calligrapher: Sefik Bey
Ceviz Walnut
42 x 35cm 42x35cm
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RABBI YESSIiR

Kolaylat rabbim, gii¢ olmasin, tamamlat rabbim hayirl eyle.
Oh God, make easy for me the difficult; make the outcome good.

Hattat: Cirqir Ali Calligrapher: Cirgir Ali
Ceviz Walnut
40 x 36 cm 40 x 36 cm
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ZIGON SEHPA TAKIMI / NESTING TABLE

Cin stili / Chinese style

Maun Mahogany
71x50x 35cm 71x50x 35cm

KOMODIN / COMMODE
70 x 58 x 4C48:Z ;‘(;a:z;x 44 cm
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AMAN MURUVVET

Allahtan bagislama ve comertlik dilegi.
A wish of forgiveness and generosity from Allah.

Ceviz ‘ Walnut

48 x 37 cm 48x 37 cm
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MASALLAH-I KAANE
Allah’in dedigi gibi olur. / Allah’s will be done.

Ceviz Walnut

40x 36 cm 40x 36 cm
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AYNA CERCEVESI / MIRROR FRAME

Designer: Etem Tiiziin
Cherry
142x 92 cm

Tasarim: Etem Tiiziin
Kiraz
142x 92 cm

EX}
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KONSOL / CONSOLE

Tasarim: Mimar Mehmet Tataroglu
Ceviz agact ve ceviz kok kaplama
88x210x42cm

Designer: Arch. Mehmet Tataroglu
Walnut burl veneer & walnut
88x210x42cm

KONSOL / CONSOLE

Tasarim: Mimar Mehmet Tataroglu
Kestane agaci ve armut kok kaplama
88x210x42cm

Designer: Arch. Mehmet Tataroglu
Pearwood burl veneer & chestnut
88x210x42cm




YA HAFIZ

Koruyucu ve muhafaza edici. / The protecting one.

Ceviz ‘ Walnut

28x28 cm 28x28cm
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MASALLAH

Hattat: Hamit Aytag
Ceviz
24 x28cm

Calligrapher: Hamit Aytag
Walnut
24 x28cm
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Jdik

ASKILIK / COAT HANGER STAND

Tasarum: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Maun Mahogany
126 x 42 cm 126 x 42 cm

SOVALE / EASLE

Fransiz stili / French style

Maun

178 x 64 cm

Dogal Ceviz Agact Uru
(Sovale iizerinde)
52cmx 64 cm

Mahogany

178 x 64 cm

Natural Walnut Burl
(Shown on easle)
52cmx 64 cm
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TURK CEYiZ SANDIGI TURKISH DOWERY CHEST

Orta Anadolu’ya 6zgii geleneksel figiirlerle bezeli sandik. Sedir Chest adorned with traditional figures unique to Central Anatolia.
agacinin dogal kokusu i¢indekileri hagerelerden korudugu i¢in Since the natural scent of cedarwood protects the contents from
¢eyiz ve tohumlarin saklanmasinda tercih edilir. pests, it is preferred for the storage of dowry and seeds.

Sedir Cedarwood
46 x 101 x 40 cm 46 x 101 x 40 cm




YA MALIK-UL MULK
Ey miilkiin sahibi. / Oh, the keeper of all things.

Hattat: Izzet Calligrapher: Izzet
Ceviz Walnut
22x43cm 22x43cm
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FALLAHU HAYRUN HAFiZEN VE HUVE
ERHAMUR RAHIMIN

Koruyucularin, rahmet ve merhamet sahiplerinin en yiicesi sensin.
You, who have mercy and grace, are the greatest of guardians.

Ceviz ‘ Walnut

30x40cm 30x40cm
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KONSOL / CONSOLE

Fransiz stili / French style

Kiraz | Cherry
84x120x43 cm 84x120x 43 cm

CAY MASASI / TEA TABLE

Tasarim: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Ceviz agaci ve ceviz kik kaplama Walnut burl veneer & walnut
70x 70 cm 70 x 70 cm
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TURK CEYiZ SANDIGI PANOSU TURKISH DOWERY CHEST PANEL
This chest panel, which has many examples in Central Anatolia, is
carved on a hundred-year-old walnut.

Orta Anadoluda bir¢cok benzeri bulunan sandik panolarinin bu

ornegi yiiz yillik bir ceviz iizerine oyulmustur.
Ceviz Walnut
38x98cm 38x 98 cm




YA HAZRET-1 PiR SULTAN
HACI BEKTAS-I VELI

Ceviz Walnut
41 x 36 cm 41 x 36 cm
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ALLAH GUZELDIR GUZELLiGI SEVER
Hadis-i serif / Hadith

Hattat: Ismail Hakk: Altunbezer
Oyma sanatgisi: Mehmet Esen
Ceviz

50 x50 cm

Calligrapher: Ismail Hakk: Altunbezer
Woodcarver: Mehmet Esen

Walnut

50 x50 cm
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CALISMA MASASI /STUDY TABLE KONSOL / CONSOLE

XV. Louis Fransiz Stili / Louis XV French style

Tasarum: Suat Yazici & Etem Tiiziin Designer: Suat Yazic1 & Etem Tiiziin
Megse Oakwood Ceviz | Walnut
76 x 160 x 80 cm 76 x 160 x 80 cm 77 x 90 x 50 cm 77 x 90 x 50 cm
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BISMILLAHIRRAHMANIRRAHIM

Hattat: El Fakir Yesari
Ceviz
22x82cm

BISMILLAHIRRAHMANIRRAHIM

Calligrapher: El Fakir Yesari
Walnut
22x82cm

69



BISMILLAHIRRAHMANIRRAHIM

Hattat: Ahmet Karahisdiri Calligrapher: Ahmet Karahisdri
Ceviz Walnut
24x31cm 24x31cm
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YA HAFIZ

Koruyucu ve muhafaza edici. / The protecting one.

Ceviz Walnut
26x18cm 26x 18 cm




AYNA CERCEVESI / MIRROR FRAME

Tasarim: Etem Tiiziin

Designer: Etem Tiiziin
Limba
95 x 68 cm

Limba
95 x 68 cm
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VAZODA CiCEK BUKETLI KOMPOZISYON
COMPOSITION WITH FLOWERS IN A VASE

Tasarim: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Sedir Cedarwood
116 x 54 cm 116 x 54 cm
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MERDIVEN TEMRINI / STUDY FOR A STAIRCASE

Tasarim: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Ceviz ve thlamur Walnut and basswood
88x210cm 88x210cm
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LALE VE KARANFILLI KOMPOZiSYON
COMPOSITION WITH TULIPS AND CARNATIONS

Akgaagag Maplewood
36 cm x 30 cm 36 cm x 30 cm

CICEKLI PANO
PANEL WITH FLOWERS

Armut gergeveli akcaagag Maplewood with pearwood frame
40 x 29 cm 40x29 cm
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YATAK BASI

Italyan stili
Tasarim: Suat Yazici & Harun Acan

Ceviz
165 x 190 cm

HEADBOARD

Italian style

Designer: Suat Yazict & Harun Acan
Walnut
165 x 190 cm
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Varakli Eserler

En yalin anlatimiyla altin “yapraklarinin”
ylUzeye sivanmasiyla sUsleme olarak tanimlanan
bu sanat Tudrkce’deki adini Arapca yaprak
anlamina gelen varak sdézinden alir. Altin
ne hikmetse insani hep buUyullemistir. Gerek
hic kaybolmayan parlakligi, savki gerekse
zamanin yipratmasina direnen, kosullardan
etkilenmeyen yapisiyla kualttrler boyunca
glcin ve kudretin  timsali olmustur.
Tanrisallikla iliskilendirilmesi de bundan ileri
gelse gerek. Stleyman Mabedinin altin kaph
sunagindan, c¢icek ve agac figlrleri oyulmus
varakliahsap cephelerinden, altinla kaplanmis
ikonalara, tezhip edilmis Kuran-1 Kerim’lere
kadar altin her cagda tanrinin dokunusu kabul
edilmistir. Mistik ve estetik oldugu kadar
koruyucu niteligiyle de kullanilan altin varak
6nem atfedilen mimari unsurlari ve nesneleri
sarmalamistir.

Her ne kadar binlerce yildir 6zellikle Dogu’da
bezeme amaciyla kullanilageldiyse de kendini
GuUnes Kral olarak kurumsallastirma cabasinin
uzantisi olarak sarayinin dekorasyonunda
varaga giderek artan miktarlarda yer veren
XIV. Louis’nin ardindan bu stil Avrupa’da
yayginlasmis ve dogal olarak Osmanl
Sarayrnda da kendine yer bulmustur.

Varak ustasi Aziz D6énmez Rum ustasindan
devraldigl atdlyesinde 40 yili askin sUredir
Istanbul usuli Edirnekari varak teknidini
uygulamaktadir. Bu teknigi tarifidir:

“Varak islemi, ham durumdaki agacin varaga
hazir hale getirilmesiyle baslar. Oncelikle, her
gun bir kat olmak Gzere yedi kat astar stralar.
Astar malzemesinin hazirlanmasinin énemli
incelikleri vardir. ispanya tozu, sicak tutkalla
karistirilarak fircayla strllecek kivama getirilir

ve uygulanir. Yedi kattan ibaret astarlama
islemi sonrasinda zimpara asamasina gecilir.
Zimpara yapllirken dikkat edilmesi gereken
en dnemli husus, figUrlerin orijinal formlarini
korumaktir. Zimpara islemi bittikten sonra
alkole batiriimis tllbent beziyle zimpara tozu
temizlenir ve boylelikle hazirlanmis ylUzeye
sicak tutkalla harmanlanmis kilermeni bir glin
icinde dort kat strdlur. Bu islemler sonrasinda
agac varak uygulamasi icin hazir olur.

“Ismiyle misemma altin yastigi altin varaklarin
uygulama icin hazirlandiklari bir yUzey
olusturur. Varagi tutmayan, kolaylikla hareket
etmesine izin veren gluderiyle kapli bu yastik
orta yere konur, Uzerine sekiz santime sekiz
santim boyutundaki varaklar serpistirilir.
Varak bicagdi yardimiyla bu yastik Gzerinde
kaplanacak yuzeyin boyutlarina gére kesilen
varak parcalari at yelesinden yapilmis fircayla
alinarak kaplanacak kisimlara uygulanir.
Varaklanan parca bu islemin ardindan tozsuz
ortamda bir gun sUreyle bekletilir.

“Ahsaba tutunan ve iyice dinlenmis altin
varaklarinin parlakhg: fildisinden yapilmis
6zel aletlerle bastirilarak meydana cikarilr.
Adini kullanilan aletlerden alan bu islemin
adi miskaladir ancak yaygin olarak mazgala
seklinde sdylenir. Varak islemi bdylece bitmis
olur.

“Edirnekari varak tekniginde dogal toprak
boyalar kullanilarak kompozisyonlarin
karakterine uygun eskitme yapilir.

“Son islem olarak sari gomalak cilanin U¢ kat
sUrtlmesiyle eser tamamlanir.”

Gilding

In its simplest expression, gold gilding is
ornamentation by covering surfaces with
gold leaves. Its Turkish name is derived from
the Arabic word for leaf, varak. Through the
ages, gold has always fascinated people. It
has been the epitome of power and might
throughout cultures, with never-ending
brightness and radiance as well as its
chemical structure that resists the wear of
time and conditions. No doubt, its association
with divinity come from these qualities. From
Temple of Solomon’s gold-covered altar,
gilded wooden facades carved with flowers
and trees, to the Orthodox icons enveloped
with gold, to the illuminated Qur’an, gold has
been accepted as the touch of God. Gold
leaf, which is utilized for its mystical and
aesthetic power as well as actual protective
qualities, has covered architectural elements
and objects that are attributed importance.

Although this style has been used for
ornamentation, especially in the Eastern
arts for over a thousand years, it became
widespread in Europe during Louis XIV’s
reign. His intention to institutionalize
himself as the Sun King found expression
in decorating spaces and furniture washed
with gold. Naturally, this trend soon found its
place in the Ottoman Palace.

Gilding master Aziz D&énmez has been
practising the |Istanbul style Edirnekari
gilding technique in his workshop, which he
took over from his Greek master, for over 40
years. This is his description of the processes:

“The gilding process starts with conditioning
the raw wood. Seven coats of primer are

applied over seven days. There are important
subtleties to the preparation of the primer. A
base we call Spanish powder is mixed with
hot glue, obtaining a brushable consistency
and applied. Following the seven-layer
priming, sanding begins—the most important
thing to consider when sanding is to preserve
the figures’ original forms. After sanding
is completed, the dust is cleaned with a
cheesecloth dipped in alcohol. Onto this
surface, a mixture of Armenian bole and hot
glue is applied four layers in one day. In this
way, the wood is prepared for gold gilding.

“A cushion usually made of suede is used
as a slab to prepare gold leaves for gilding
application. The suede surface prevents the
gold leaf catching and allows it to move
freely. Onto this cushion, multiple leaves
of gold are spread. These eight-centimetre
square leaves are resized to fit the intended
surfaces using a special knife. They are
picked up and applied with a brush made of
horsehair. The gilded piece is then left in a
dust-free environment to rest for a day.

“The gold caught and rested on the wood
is then burnished using appropriate tools to
provide a particular shine. Thus, the gilding
process is completed. In our Istanbul style
Edirnekari gilding technique, we retouch the
gilding with earth pigments to enhance their
intrinsic designs.

“The gilding is complete with three
consecutive layers of yellow shellac as the
finish.”
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TAVAN GOBEGI

Anadolunun ahsap bezekleri arasinda 6nemli yeri olan tavan gobekleri dini ve sivil
mimari 6rneklerinde goriiliir.

Eser Satvet Liitfi Tozan Koleksiyonu'ndaki orijinalinden derlenmistir.

Thlamur
50 cm ¢ap

CEILING CENTERPIECE

An essential part of Anatolian decorative woodworks the ceiling centerpieces are seen
in both religious and civil architecture.

This specimen was replicated from its original in Satvet Liitfi Tozan Collection.

Basswood
Diameter 50 cm




YA HAZRET-I PiR SULTAN
HACI BEKTAS-I VELI

Ihlamur | Basswood
x 36 ci ¢ CH
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RABBI YESSIiR

Kolaylat rabbim, gii¢ olmasin, tamamlat rabbim hayirl eyle.
Oh God, make easy for me the difficult; make the outcome good.

Hattat: Cirgir Ali Calligrapher: Cirgir Ali
Ceviz Walnut
40 x 36 cm 40 x 36 cm
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MERMER TABLALI KONSOL
CONSOLE WITH MARBLE TOP

Tasarum: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Ihlamur Basswood
84 x 100 x 42 cm 84x120x 43 cm
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AYNA CERCEVESI / MIRROR FRAME

Tasarim: Etem Tiiziin
Ihlamur
124 x 90 cm

Designer: Etem Tiiziin
Basswood
124 x 90 cm
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BISMILLAHIRRAHMANIRRAHIM

Hattat: El Fakir Yesari

Thlamur

22x82cm

BISMILLAHIRRAHMANIRRAHIM

Calligrapher: El Fakir Yesari
Basswood
22x82cm
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TAVAN GOBEGI
CEILING CENTERPIECE

Ihlamur Basswood
28x40 cm 28 x40 cm

100



YA HAFIZ

Koruyucu ve muhafaza edici. / The protecting one.

Ihlamur | Basswood

28x28 cm 28x28 cm
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LA ILAHE ILLA HU
Allahtan baska ilah yoktur. / There is no deity except Allah.

Hattat: Sefik Bey Calligrapher: Sefik Bey
Ihlamur Basswood

42x 36 cm 42x 36 cm
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KAVUKLUK / TURBAN STAND
Satvet Liitfi Tozan Koleksiyonu'ndaki orijinalinden derlenmistir.

KAVUKLUK / TURBAN STAND Replicated from its original in Satvet Liitfi Tozan Collection.

Ihlamur Basswood Thlamur ‘ Basswood
95x34cm 95x34cm 92x30cm 92x30cm




YA MALIK-UL MULK YA MALIK-UL MULK
Ey miilkiin sahibi. Oh, the keeper of all things.

Hattat: Izzet Calligrapher: Izzet
Thlamur Basswood
22x43cm 22x43 cm




% LB
- "'i...ql |
o

KAVUKLUK / TURBAN STAND
Satvet Liitfi Tozan Koleksiyonu'ndaki orijinalinden derlenmistir.
Replicated from its original in Satvet Liitfi Tozan Collection.

Basswood
93x30cm

Thlamur
93x30cm

111




AMAN MURUVVET

Allab’tan bagislama ve comertlik dilegi.
A wish of forgiveness and generosity from Allah.

Ihlamur ano Basswood
48x 37 cm 48 x 37 cm
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Basswood
28 x40 cm

Ihlamur
28x40cm

TAVAN GOBEGI
CEILING CENTERPIECE
|
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MASALLAH

Hattat: Hamit Aytag Calligrapher: Hamit Aytag
Ihlamur Basswood

24 x28 cm 24 x28 cm
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BISMILLAHIRRAHMANIRRAHIM

Hattat: Ahmet Karahisdri Calligrapher: Ahmet Karahisari
Ihlamur Basswood
24x31cm 24x31cm
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od
38x27cm

Basswo

Ihlamur
38x27cm
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TAVAN GOBEGI
CEILING CENTERPIECE

Satvet Liitfi Tozan Koleksiyonu'ndaki orijinalinden derlenmistir.
Replicated from its original in Satvet Liitfi Tozan Collection.

Ihlamur Basswood
50x90 cm 50x90 cm
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YA HAFIZ

Koruyucu ve muhafaza edici. / The protecting one.

Ihlamur Basswood
26x 18 cm 26x18cm
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FALLAHU HAYRUN HAFiZEN VE
HUVE ERHAMUR RAHIMIN

Koruyucularin, rahmet ve merhamet sahiplerinin en yiicesi sensin.
You, who have mercy and grace, are the greatest of guardians.

Ihlamur Basswood
30x40cm 30x40cm
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TAVAN GOBEGI

Ihlamur

28 cm gap
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Basswood

Diameter 28 cm
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: AYNA CERCEVESI
AYNA GERGEVESI MIRROR FRAME
MIRR OR FRAME Derleyen ve Yapan: Ahmet Metin Ergiin Compiled and produced by Ahmet Metin Ergiin
Akgaagag | Maplewood Ihlamur Basswood
51x40cm 51x40cm 100 x 80 cm 100 x 80 cm
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Edirnekari Eserler

Adini kalem olarak adlandirilan fircalardan
alan kalemisi aslen mimari tezyinattir.
Kalemisini ahsap Uzeri kalemisi, tuval Uzeri
kalemisi, mermer Uzeri kalemisi, siva Uzeri
kalemisi olarak bélimlemek mimkdn. Ahsap
Uzeri kalemisi sanatinin cografyamizda en
yaygin érnegi ise Edirnekari’dir.

Edirne’nin payitaht olmasi kadar bir ug
sehir olmasi da etkiler birakmis adini verdigi
bu sanat Uzerinde. Sarayin zenginligi
Uretken ve buUyUk atoélyeler kurulmasini
saglamis. Balkanlar ve Rusya cografyasinin
ahsap boyama sanatlariyla icli disli olmak,
Avrupa’nin Barok ve Rokoko akimlarini en
erken deneyimlemek sanati gelistirmis. Ote
yandan, Edrine’nin isgallerle tahrip olmasi
sanatin édnemli érneklerinin de yok olmasina
neden olmus. Ayni zorluklar atélyelerin
dadilmasina ve ustalarin istanbul'a ve
Anadolu’nun iclerine yayillmasina gerekce
olmus. Béylelikle Edirnekari Edirne’ye 6zgu
bir is olmaktan cikarak Osmanli cografyasina
degisip ddnlserek yayilmis.

Halis Edirnekari’nin ayirt edici 06zelligi
motifleridir. Ahsap Uzerine cesitli cicek
kompozisyonlari tasirlar. Bunlarin en yaygin
olanlaritekdalUzerinde cicek dizisi, kurdeleyle
baglanmis buket, vazo icinde buket, vazo
icinde tek cicek olarak sayilabilir. Resmedilen
cicekler Osmanli sanatinin bastaci lale ve
karanfiller oldugu kadar daha al¢cak génullt
kir cicekleri, menekse, papatya, gelincik ve
mineler de olabilir. SUmbll ve leylaklar da
Edirne bahcelerini ve Edirnekari panelleri
sUslemistir.

Edirnekari mimari dekorasyonun parcasi
olarak tavanlarda, cercevelerde, tirabzan
ayaklari gibi ic ve dis mimari unsurlar
Uzerinde go&rulebilir. Dolap ve yUkluk
kapaklarinda, envaicesit sandiklarda, hatta
at arabalarinin aksamlarinda bu ise rastlanir.
Kavukluklar, rahleler, sini ve sofra altliklari
rengarenk ciceklerle donanir. Oyma eserlerin
renklendirilmesi ve Edirnekari boyama
tekniklerinin varak ile birlikte kullaniimasi
sanatin Istanbul’a ve Anadolu’ya uzanan
serUveninin bir parcasidir.

Suat Yazic'nin ahsap Uzerine oyulmus
Edirnekari cicek buketi kompozisyonlari
da 06zglun bir teknikle zeminin ahsap
dokusu hissedilecek sekilde pentlr ustasi
Fikri Kaya (@patinacifikriusta) tarafindan
renklendirilmistir. Kaya kendi teknigini su
sdzlerle Ozetler:

“Edirnekari icin kullanilan boyalar topraktan
veya maden oksitlerinden elde edilir.
Bazilari suda bazilar alkolde eritilen anilin
boyalarla karisimlar hazirlanir. Edirnekari
bezemelerde kullanilan toprak boyalarin ana
renkleri kirmizi, yesil ve laciverttir. Bunlarin
karisimiyla istenilen tonlar elde edilir. Renkler
hazirlandiktan sonra c¢alisma acik renkten
koyu renge dogru calisilirr Renk gecisleri
takip edilerek tonlar yakinlastirilir. Kullanilan
ahsabin sertligine gdre degismekle birlikte,
boya katlari arasinda en az yarim saat
coklukla daha fazla beklemek gereklidir. Bu
usulle yapilan farkli doku calismalari sonunda
hedeflenen hayale ulasilir. Bu uygulamalarin
detaylarinda, agac¢ cinsine gdre farkliliklar
olabilir.”

Edirnekari

Kalemisi, which takes its name from the
brushes called kalem [pen], is originally
architectural ornamentation. Kalemisi has
applications on wood, canvas, marble, and
plaster. Edirnekari is the most common
example of kalemisi on wood in the Ottoman
world.

Edirnekari means the Edirne work. The fact
that Edirne was an Ottoman capital as well
as a border town has left quite an impression
on this art form. The riches of the Ottoman
palace financed large and prolific workshops.
Being in touch with the Balkans’ and Russia’s
wood painting arts and experiencing the
Baroque and Rococo movements of Europe
at the earliest enriched Edirnekari. On the
other hand, Edirne’s regular destruction by
invasions devastated essential precedents
of the art. The same difficulties caused the
workshops to dissolve and the masters to
spread through Istanbul and Anatolia. Thus,
Edirnekari ceased to be a craft specific
to Edirne and expanded to the Ottoman
geography in its various forms.

The distinctive characteristic of Edirnekari
is its patterns and motifs. They have various
floral compositions on wood. The most
common ones are series of flowers on a single
branch, bouquet of flowers tied with ribbon,
bouquet of flowers in a vase and single
flower in a vase. The flowers depicted may be
tulips and carnations, which are predominant
in Ottoman art, as well as more modest
wildflowers, violets, daisies, poppies and
verbenas. Hyacinths and lilacs also adorned
Edirne gardens and Edirnekari panels.

Edirnekari can be seen on the ceilings,
frames, and interior and exterior architectural
elements such as balusters as part of the
architectural design. This work can be found
on cupboard and closet covers, various
chests, and even parts of horse carriages.
Turban stands [kavukluk], book rests [rahle],
tray and table bases are covered with
polychrome flowers. Colouring of carved
pieces and the use of Edirnekari painting
techniques together with gild appear once
this style penetrates Istanbul and Anatolia.

The Edirnekari flower bouquet compositions
carved on wood by Suat Yazici were coloured
by painter Fikri Kaya (@patinacifikriusta)
with a unique approach so that the wood
texture remains visible. Kaya summarizes his
technique as such:

“Paints used for Edirnekdri are obtained
from soil or mineral oxides. Solutions are
prepared with these aniline dyes dissolved in
water or alcohol. Primary colours of the earth
pigments used in Edirnekari ornamentation
are red, green and dark blue. The desired
tones are obtained by mixing them. After
various hues of colour are prepared, the
pattern is painted from light shades to dark.
Following the colour transitions, tones are
merged. Although it varies according to the
wood’s hardness, it is necessary to wait at
least half an hour and often more between
paint layers. The vision of the painter is
realized once different textures are created
in this way. There may be differences in the
details of these applications, depending on
the type of wood.”
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CICEKLI PANO / PANEL WITH FLOWERS

Tasarim: Suat Yazici & Harun A¢an Designer: Suat Yazict & Harun Acan
Ihlamur Basswood
73x41 cm 73x 41 cm
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B | KALEMISI DESENLI PANO
g PANEL WITH KALEMISI PATTERN
| s Ornegi bityiik deger Mehmed Yusuf Akyurt'un (1877-1954) Tezyini
] Resim Dersleri (2016) adli kitabindan alinmistir.

- | Specimen copied from Mehmed Yusuf Akyurt’s book Tezyini Resim
1 Dersleri (2016).

Kestane ‘ Chestnut

68x52cm 68x52cm
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VAZO ICINDE CICEK DEMETLI KOMPOZiSYON
COMPOSITION WITH FLOWERS IN VASE

Tasarim: Etem Tiiziin Designer: Etem Tiiziin
Ihlamur Basswood
100 x 47 cm 100 x 47 cm
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LALE, KARANFIL VE GUL iLE KOMPOZiSYON
COMPOSITION WITH TULIPS, CARNATIONS AND ROSES

Tasarim: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Ihlamur Basswood
115x 54 cm 115x 54 cm
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NERGIS / DAFFODIL

Tasarum: Ali Uskiidari Designer: Ali Uskiidari
Ceviz gerceveli akcaagag pano Maplewood with walnut frame
62 x38cm 62 x 38 cm

147




KUS EVi / BIRDHOUSE KUS YEMLIGI / BIRD FEEDER

Tasarim: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu Tasarim: Mimar Mehmet Tataroglu Designer: Arch. Mehmet Tataroglu
Cam Pinewood Cam Pinewood
46 x 26 cm 46 x 26 cm 46 x 26 cm 46 x 26 cm
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KUS EVi/ BIRDHOUSE

Tasarim: Mimar Mehmet Tataroglu
Kestane
52x34cm

Designer: Arch. Mehmet Tataroglu
Chestnut
52x34cm




TAVAN GOBEGI / CEILING CENTERPIECE AYNA GCERCEVESI
Safranbolu evlerinden derleme. / Compiled from Safranbolu mansions. MIRROR FRAME

Basswood Ihlamur Basswood

Thlamur |
77 cm x 56 cm 77 cm x 56 cm 51x40cm 51x40cm
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YUKLUK KAPAGI / CLOSET DOOR

Ornegi Mimar Ali Talat'in (1869-1922) Dogramacilik, Marangoz ve Silicilik
(2008) adl1 kitabindan alinmustir.

Anadolu evlerinde siklikla goriilen yiikliik kapaklarinin bu 6rnegi thlamur
agaciyla calisilmis, Edirnekari bezenmis ve renkli camlarla tamamlanmistir.

Specimen copied from architect Ali Talat’s (1869-1922) book Dogramacilik,
Marangoz ve Silicilik (2008).

This example of cupboard doors frequently seen in Anatolian houses, was worked
with basswood, decorated with Edirnekari and completed with colored glass.

Ihlamur | Basswood
240x 53 cm & 120 x 53 cm 240x 53 cm & 120 x 53 cm
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AT BASI / HORSE’S HEAD

Ihlamur Basswood
64 x40 cm 64 x40 cm
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Suat YAZICI

1952, Bingol

Kigrnin Dallica kbéylinde dodan Suat Yazici
ilkokulu burada tamamladiktan sonra 1967 yilinda
Kigi Ortaokulu’'ndan mezun oldu. Ailesinin tercih
ettigi &6gretmen okuluna gitmeyi reddetmesi
Uzerine babasi tarafindan ayni yil acilan Bingdl
Sanat Enstitist’ne yazdirildi. Okulun Adac isleri
BoIUMU'NU “dekorasyon” s6zclUgunin blyUsine
kapilarak kendi tercih etti. 1970 yilinda istanbul’da
dénemin  marangozlukla &zdeslesmis semti
Kuledibi’nde Hayri Yazici atdlyesinde calismaya
basladi. Ertesi yil Sakarya Devlet Muhendislik
ve Mimarlik Akademisi’nin insaat MuUhendisligi
BolimU’'ne girdi ancak marangozluk UGzerine
egitim alma arzusuyla bu okulu biraktl. 1972’de
Ankara Yiksek Teknik Ogretmen Okulu AgJac isleri
B&éIUmU’'ne kabul edildi. Egitimi sUresince okul
masraflarini  karsilamak, mesleki becerilerini ve
gbérglsuntarttirmakamaciylacalismayistrdirdigu
Hayri Yazici atdlyesini 1976 yilinda ustasinin ani ve
zamansiz Oliumu Uzerine Ustlendi. Bu beklenmedik
gelisme mezuniyetini 1979’a dek erteleyecekti.

1979 vilinda kendi atdlyesini AJac isleri Atdlyesi
adiyla kurdu ve 1983 vyilinda bUyUyen is hacmini
karsilamaya uygun imkanlarla gelismekte olan
Anadolu vyakasina tasidi. Halen strdUrddgu
Umraniye Marangozlar Esnaf ve Sanatkarlar
Odasi baskanhgr goérevine 2002 yilinda secildi.
2015 yilinda Eskisehir'de, 69 Ulkeden 260 ahsap
sanatcisinin katildigi Ill. Uluslararasi Dinya Adac
GUNU etkinliginde Turkiye’yi temsil etti. 2017 yilinda
Istanbul Valiligi ve istanbul Esnaf ve Sanatkarlar
Odalari birligi tarafindan Yilin Ahisi secildi.

Suat Yazicrnin bugin ogdlu ve mesledin Uclncl
kusadi Hayri Yazici ile birlikte yonettigi Adac isleri
Atolyesi’nin asli faaliyeti klasik Gslupta ev ve ofis
dekorasyonu ve bu dekorasyonun tamamlayicisi
olan munferit mobilyalar Uretmektedir. Agac isleri
Atolyesi Uretimlerini tamamen geleneksel usullerle
yapmaktadir. Atdélyenin Ustlendigi sayisiz prestijli
proje arasinda éne cikanlar sdyle siralanabilir:

Suat Yazici was born in Dallica village of Kigi where
he completed primary school. He graduated from
Kigi Secondary School in 1967. Upon his refusal
to attend the teacher school his family preferred;
his father enrolled him in Bingdél Art Institute that
opened the same year. However, he chose the
Woodworking Department of the school himself,
spellbound by the word “decoration.” In 1970,
he started to work for Hayri Yazici’s woodshop
in Kuledibi, a district of Istanbul identified with
carpentry. The following year, he was accepted
to Sakarya State Engineering and Architecture
Academy Civil Engineering Department but soon
dropped out with the desire to study carpentry. In
1972, he was admitted to Ankara Teacher Training
Institute’s Woodworking Department. He continued
to work in Hayri Yazicr’s woodshop to cover school
expenses and increase his professional skills and
knowledge during his formal education. He had to
take over the workshop on the sudden and untimely
death of his master in 1976. This unexpected
development would delay his graduation until 1979.

In 1979, he established his own workshop under
the name of Adac Isleri Atdlyesi [The Wood
Workshop] and in 1983 moved it to the developing
Anatolian side of Istanbul with suitable opportunities
to meet the growing business volume. In 2002, he
was elected president of Craftsmen Chambers of
Umraniye, a position he continues to serve. In 2015,
he represented Turkey at the 3rd International World
Wood Day events in Eskisehir among 260 wood
artists from 69 countries. In 2017, he was chosen the
Ahi of the Year by the Governorship of Istanbul and
The Union of Craftsmen Chambers of Istanbul.

Agac isleri Atdlyesi, managed by Suat Yazici
together with Hayri Yazici, his son and the third
generation of the profession, design and produce
home and office decoration and furniture in the
classical style. Adac isleri Atdlyesi carries out its
productions completely with traditional methods.




Suna-inan Kira¢ Ciftlik Evi (1985) Projesi mimar
Mehmet Tataroglu tarafindan cizilen, ahsap isleri
Agac isleri Atdlyesi tarafindan tamamlanan istanbul
Emirli’deki bu yapr 1988 yilinda Anitlar Ylksek
Kurulu tarafindan koruma altina alinmistir.

Tirkiye Ermenileri Patrikhanesi (2003) 1913’te
Krikor Melidosyan’in mimarlidinda insa edilen
binanin restorasyonu sirasinda ahsap islerini
basariyla yuratta.

Ali Numan Kira¢ Mizesi (2011) Turkiye'nin ilk
Tarim Arastirma EnstitlsU olarak kurulan yapinin
Eskisehir Osmangazi Universitesi bUnyesinde bir
muUze ve kUtUphane olarak yeniden islevlendirilmesi
projesi kapsaminda dis mekan ahsap isleri ve ic
dekorasyon ahsap uygulamalari ile Ali Numan Kirac
KUtUphanesi restitisyon projesi ahsap isleri Suat
Yazici ve atdlyesi tarafindan yUrGtGlmustar.

Bliyikcekmece Belediyesi Baskanlik Kati (2018)
Projesi de Suat Yazici tarafindan cizilen makam
odasi ve baskanlik kati ceviz agacinin gutzelligini
yansitan kamuya yapilmis en basarili dekorasyon
projelerindendir.

Kronospan Kaindl Ciftlik Evi (2020) Dunyanin
6nemli ahsap panel {Ureticilerinden Kronospan
Property Limited Sirketi’nin sahibi Kaindl ailesinin
Birlesik Krallik Galler Wrexham Chirk kasabasindaki
ciftlik evinin Mimari Arastirmalar Proje Danismanlik
tarafindan cizilen dekorasyon projesinin ahsap isleri,
bu eski yapinin aslina uygun sekilde uygulanmistir.

Ahsap ustaligini  vyalnizca bir meslek olarak
disinmeyen Yazici 1980’den bu yana seckin
bir ahsap koleksiyonu derledi. Kirk bes yildir
ahsap sanatinin bUtlin inceliklerini 6grenmeyi ve
dgretmeyi strdlren Suat Yazici evli, iki cocuk ve (¢
torun sahibidir.

Among the numerous prestigious projects
undertaken by the workshop, the prominent ones
can be listed as follows:

Suna-inan Kirac Farmhouse (1985) Designed
by architect Mehmet Tataroglu woodworking
completed by Adac Isleri Atélyesi this building in
Emirli, Istanbul was chosen for protection by the
High Council of Monuments in 1988.

Armenian Patriarchate of Constantinople (2003)
The woodworks were successfully renewed during
the restoration of the building built initially by
Krikor Melidosyan in 1913.

Ali Numan Kirac Museum (2011) The building
which accommodated Turkey’s first Agricultural
Research Institute was repurposed by Eskisehir
Osmangazi University as a museum. Suat Yaziciand
his workshop carried out the exterior woodwork
and interior decoration applications of the project
as well as the Ali Numan Kira¢ Library restitution
project woodworks.

Biyiikcekmece Municipality Presidential Floor
(2018) One of the most successful decoration
projects made for a public space, the office room
and presidential floor was designed by Suat Yazici
to reflect the beauty of solid walnut.

Kronospan Kaindl Farmhouse (2020) The
farmhouse in Wrexham Chirk in Whales, UK
belongs to the Kaindl family, owner of the leading
wood-based panel producer Kronospan Ltd. The
interior design project was developed by Mimari
Arastirmalar Proje Danismanlik project office and
applied true to original by AJac isleri Atdlyesi.

For Yazic,, who has compiled an outstanding
woodworks collection since 1980, woodworking is
beyond a profession. Suat Yazici continues to learn
and teach every subtlety of woodwork for forty-
five years; he is married with two children and three
grandchildren.







