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KORFU’DA FIRCA TABELACILIGI

22003 yilinda kisa bir tatil i¢in Yunanistanin Korfu

adasina gitmigtim.

Sokaklarindaki ilk gezintimde diikkanlarmn, kafe’lerin,
lokantalarm, berberlerin ve benzeri is yerlerinin
cephelerindeki firga isi tabelalar 6zellikle dikkatimi
cekti. Diinyada kaybolmaya yiiz tutmus fir¢a
tabelaciligi sanatimin Korfu’da yasamakta oldugunu
gormek beni heyecanlandirdi.

Bu tabelalarin kimler tarafindan tasarlandigin
arastirdigimda grafik sanati egitimi almams yerel
zanaatkarlarin tiriinleri oldugunu 6grendim. Bazilarim

igyerlerinde ziyaret ederek iiretimlerini izledim.

Daha sonra, toplam birka¢ giinliik Korfu tatilimin
geri kalanin bu tabelalarm fotograflarm: ¢cekmeye
ayirdim. Bir Korfu’lu tabelacinin bana déniis
volumdaki Selanik’te de iiretim yaptiklarint soylemesi
tizerine adreslerini aldim ve bulabildigim kadariyla bu
ornekleri de fotografladim.

Yurda dondiikten sonra tiim bu fotograflar
kullamlmadan arsivimde bir késede unutuldu. Ta ki
vakin tarihte onlara tekrar rastlayana kadar. Bu sefer,
vayimlanabilmeleri i¢cin gerekli cabay1 gostermeye karar
verdim.

Sonug elinizde: Korfu'lu fir¢a tabelacihg: ustalarmdan
50 tanesi Korfu’dan, 10 tanesi de Selanik’ten olmak
tizere toplam 600 6rnek. Umarmm bu eserler, benim gibi
sizin de goziiniize ve yiireginize hitap ederek takdirinizi
kazanr ve fira tabelacihgimin yasatilmas i¢in gerekli

farkindahgm yayginlasmasina hizmet ederler.

Oguz M. Oztuzcu, 2015

SIGN PAINTING IN CORFU

I visited the island of Corfu, Greece for a short holiday

in 2003.

As I strolled through the streets, the first thing that
struck my attention was the beautiful handpainted
signs on the facades of coffee shops, barbershops,
restaurants and the like. Here I was, witnessing the
globally vanishing art of handUpainted signs still
alive in this town. Suddenly, I was both excited and
intrigued.

After some probing, I learned that all these signs were
hand made by local craftsmen who had no formal
graphic design education. Later I visited some of their
ateliers and observed them at work.

I spent all 4 days of my holiday photographing as
many of these handlpainted signs as I could. One of
the craftsmen told me that his atelier produced similar
signs also in Thessaloniki and provided me with their
addresses.

So, on my way home, I seized the opportunity and took
more photos in Thessaloniki.

After returning home to Turkey these photographs
were forgotten among other files of my archive until I
accidentally relldiscovered them recently.

By this time, I was determined to do my best to publish
them. The book you are now holding is the outcome.
60 examples of handlpainted signs from skilled
craftsmen; 50 of them from Corfu and 10 from

Thessaloniki...

I hope you will appreciate them visually as well as
emotionally as I did, thus contributing to spreading the
awareness needed to keep the art of handlpainted signs

alive.

Oguz M. Oztuzeu, 2015



Fotograflar ve Yayina Hazirlayan

Oguz M. Oztuzcu
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OGUZ O0ZTUZCU HAKKINDA

Oguz Oztuzeu, 1961de Robert Kolej ve 1966 da oDTU
Mimarhlk Fakiiltesi'nden mezun olduktan sonra
1970-1978 willarinda Stockholm’de, 6nce ticretli
olarak ardindan kendi mimarlik ofisinde meslek

yasamint sturdirmiigtiir.

Bu siire sonunda Tiirkiye’ye donen Oztuzcu, o tarihten
beri sahibi veya ortagi oldugu Mimarlik ofislerinde
mesleki kariyerine devam etmektedir. Oztuzcu meslek
yasami boyunca yurt i¢i ve yurt disinda bir¢ok yapi
tasarlamigtir. Secici kurullarda gorev almanin yam
sira, mimarlik ve kentlesme tizerine makaleleri cesitli
vaymlarda yer almistir. Mimarlik, planlama ve fotograf

alanlarinda kitaplar: vardir.

Istanbul Serbest Mimarlar Dernegi’nin 2011-2013
yillarinda bagkanligini yapan Oztuzcu, bu siirede AB
destekli ve NTV de yaymlanan 13 boliimliik “Yasasin
Mimarhk™ adh belgeselin de proje yoneticiligini

yurutmustiir.

Diger taraftan yine ayni yillarda, Istanbul’da
Gobeklitepe ve Catalhoyiik, Pariste Cagdas Tiirk
Mimarhg: bashkh konferanslar gibi, mimarhk ve
arkeoloji'ye destek amacina yonelik, bircok faaliyetin

diizenleyicisi olmusgtur.

Oztuzeu mesleginin yam sira fotograf sanatiyla da
ugrasmaktadir. Yaputlar, iigii Istanbul’da ve biri
Arezzo italya’da olmak iizere dort kez sergilenmistir.
Bir oglu, bir kiz1 ve ikiz torunlar: vardir.

Istanbul’da yagamaktadhr...

Photographs and Editing
J <

Oguz M. Oztuzcu

ABOUT OGUZ OZTUZCU

Having graduated from Robert College, [stanbul in
1961, and from Middle East Technical University,
School of Architecture, Ankara in 19606, he started his
career as an architect (first as an employee then setting
up of his own office) in Stockholm where he lived and

worked between 1970-1978.

Ever since moving back to Turkey, he practices his
architectural career in his own office. Throughout his
professional career, Oztuzcu has been responsible for
many architectural projects in Turkey and abroad.
Further to being a member in architectural juries, his
essays on architecture and city planning appeared in
many publications. He has three published three books
: Stone Houses in Bodrum, Photographic Impressions

and Physical National Planning in Sweden.

He was the president of Istanbul Independent Architects
Association during the period 201102013. During

these years he has been the initiator and organizer of
activities that promoted Architecture and Archeology
like Gobeklitepe and Catalhdyiik conferences in
Istanbul and a conference on Turkish Contemporary
Architecture in Paris.

In 2012 he managed a European Union supported TV
documentary, “Long Live Architecture”, consisting

of 13 episodes filmed both in Turkey and in major
European countries. It was later broadcasted nationll

wide on NTV channel.

Apart from his profession, he is also deeply interested
in photography as an art form and experiments with
different techniques. He has had three photography
exhibitions in Istanbul and one in Arezzo, ila]y.

He has a son, a daughter and twin grandsons. He lives

in Istanbul.....



FIRCA
TABELACILIGI

Mehmet Ali Diyarbakirhoglu

Uzerinde tamtict yaz, isavet, resim bulunan
Uzerinde tamtict yaz, isavet, resim bulunan
ahsap, cam ya da sa¢ malzemeden yapilan
levhalara “tabela”, bu isi meslek haline getiren
kisilere de “tabelac1” diyoruz.

XIX. yiizyilda sanayi devrimiyle birlikte
ticaret ile ugrasan kisilerin iglerinin tanitimin
saglamak amaciyla isyerlerine levhalar asmaya
baglamalari ile birlikte eli fir¢a tutan, biraz da
yetenekli insanlar arasinda 6nemli bir is kolu
haline gelmis ve tabelacilik meslegi de boylece
ortaya cikmustir.

Ulkemizde de bu isi ilk zamanlarda azinhklar
iistlenmis, onlarm yaninda yetisen ¢iraklar

ise bu meslegin giiniimiize kadar gelmesini
saglamiglardir. Bu yazinda giiniimiiz
tabelaciligini, yani makinelerin iistlendigi kesip
vapistirma tarz tabelacihgi anlatmayacagmm.
Elli yagin iizerinde olanlarimiz hatirlarlar firca
ve boya ile yazilan tabelalar: ve tabelacilar:.
Onlar ya bir merdivenin tizerinde ya da bir
vitrin caminin 6niinde ellerinde 1stakalari,
yanlarmda boya kutular ile fir¢ayla yazi
vazarken goriirdiik. Istaka, bir ucunda bezden
yapilma bir top olan yaklasik bir metre
boyunda ahsap ¢itadir. Yazi yazarken ustanin
elinin titremesini 6nlerdi.

ON HAZIRLIK

Tabelac ustasi icin atdlyesine gelen
miisterisinin meslegini bilmek dnemliydi.
Nasil bir yazi istedigini 63renirken miisterinin
meslegine gore bir kompozisyon olustururdu.
Miisterinin kafasinda bir sekil varsa onun
tizerinde de calisir eger yoksa daha 6nce
vapilan iglerden birine benzer bir sey ya da
bagka bir ustanmn yazdig: tabelanin degisigi
istenirdi. Usta, tasarlacigi 6n cahgmalari
miigterisinin beZenisine sunar, hangisi
begenilmigse onun tizerinde son diizeltmeleri
yapar ve esas tabelanm ¢alismasma gecerdi.
Cogunlukla ustalar karakalem caligmalarim:
miisterinin 6niinde yapar ve onun kendisine
giiven duymasim saglardi. Biitiin ¢izimler

ve yazilar elle yapildig: igin, tabela ustasmin
bilgisi, becerisi ve vetenegi 6n plana ¢ikardi.
Fiyatta ve tasarimda anlastuktan sonra
tabelanin 6n hazirhgina baglanwr, fivat
harcanan zamana ve emege gore belirlenirdi.
Tabi pazarlik pay1 da unutulmazdi. Elbette
6nce yapilan isi ustanin kendisinin begenmesi
gerekirdi. O yiizden ne malzemeden ne de
iscilikten kagimilmazdi.

TABELANIN SERUVENI

Meslege kisa bir giristen sonra tabelanin
sertivenine bir g6z atalhm.

Orta boy tabelalar i¢in 0,60 ila 0,80 mm.,
boyu 4-5 m. kadar olan tabelalar iginse
kalmhg 1-1,5 mm.lik saclar kullanihr.
Yiizeyleri boya tutmadigimdan galvaniz

veya nikelaj kaplamali saclar tabelalarda
kullamlmazdi. Tek tarafl bir tabelanmn
cergevesi yapilip gelmis ise 6nce sacin pasi ve

vagi temizlenirdi. Bunun i¢in bolca zimpara
kagidi kullamlirdi. Tabelanin gercevelerini
baz ustalar kendisi yapar, bazen de, ahsap
olacaksa, anlagsmali oldugu marangoza, demir
profilden olacaksa da demirciye yaptrirlardi.

Dis etkenlere fazla dayansin, cabuk ¢iirtimesin
diye. cerceve ahsapsa bezir yagi, vernik gibi
malzemelerle, demir profil ise yagli bova ile
boyanirdi. Sacin temizhgi bitince pas énleyici
astar boya cekilir sonra bir kat doyurucu astar
bova, daha sonra da esas zemin boyasinin
birinci kati ¢ekilirdi. Kuruduktan sonra ikinci
kat, daha sonra da ticiincii kat boya cekilerek
zemin yazi yazmaya hazir hale getirilirdi.
Tabelanim zemini ne renk olacaksa kat
boyalar1 o renkte ¢ekilirdi.

YAZININ TABELAYA
AKTARILMASI

Sira yazinin bu zemine gére yazilmasima
gelince yazilar igin bir sablon hazirlanirdi.
Bunun i¢in halk arasmda “dal” veya “yagh
kagit” denilen bir tiir kagit kullanilirdi. Sablon
kagidi kalitesiz seffal aydinger kagidina
benzerdi. Yazilan kagit “rulet” denilen delici
bir aletle delinirdi. Delme iginin saghkl olmas:
icin kagidin altina mukavva ya da gazete
kagitlar1 konurdu. Rulet yoksa sablonun
tamanu toplu igne ile delinerek hazir hale
getirilirdi. Bu gercekten ¢ok zahmetli bir isti.
Bu isi giraklar, bazen de kalfalar yaparlard.
Delme igi bitince sablon usta tarafimdan
tabelanim tizerine itinayla yerlestirilirdi. Daha
onceden hazirlanmig olan kémiir tozu veya
pudra, bir par¢a bez veya pamuk yardimmyla
sablonun tizerinde gezdirilirdi. Bu yolla
delinen yerlerden komiir tozu alta geger ve

sablona cizilen yazinin bir kopyasi alta ¢ikard.

Tabelanin zemini agik renk ise kémiir tozu,
koyu renk ise sadece pudra kullanilirdi. Biiyiik
boydaki tabelalara, harf adedi ¢ok olan bir
yazi istenmigse harf sablonlari kullanilarak
vazilirdh. Yazilacak alanm 6lgiilerine gore harf
sayist ve harf araligi hesaplanir ve cizilirdi.
Harf kalinligi harfin toplam eninin 1/5 i
oraninda olurdu. Ornek olarak bu orantiyr “A”
harfi i¢in agiklayalim:

Toplam enin beste biri A harfinin 6niindeki
harf ile arasindaki bogluk, bir birim “A”
harfinin sol bacag, iki birim bacaklar
arasindaki aralik ve bir birim de sag bacagin
eni icin ayrilirdi. Harf araliklar: tabelanin
konulacag: yere gore de degisebilirdi. Uzak

bir mesafeden okunacak bir tabelada harf
aralig: fazla birakilird. I, I,L harfleriyle iki

A harfi arasindaki bosluk ayni olmazd. ki A
arasindaki bosluk az birakilirds. Ornek olarak,
L ve A harfi yan yana gelmigse harf araligi ¢ok
dar tutulurdu. Hatta bazi ustalar L. harfinin
bacagim biraz kisaltirlardi. Nedeni de bu iki
harfin yan yana gelmesindeki boglugun diger
harflerin yan yana gelmesindeki bogluktan
daha fazla gériinmesidir.

Tabelaciyr en ¢ok S, O, U gibi yuvarlak
harfler zorlardi. Ustalik da zaten burada

belli olurdu. El ahgkanhg kazandiktan sonra
biitiin harfler ustaya aym gelir ama harflerin
koselerini de kil fir¢a ile yazmak ayrica ustalik
isterdi. Yapiskan bantlar yokken isleri hayli
zordu tabelacilarin. Daha sonradan yazinin
altina ve tistiine ¢ekilen yapiskan bantlar
islerini kolaylastirnustir. Eski ustalar, yeni
yetisenlerin yazilarinda bant kullanmalarini, el
aliskanliklart bozulmasm diye istemezlerdi.

TABELACININ TEZGAHI

Tabela, arkasinda dayanag: olan ahsap ya

da demir profilden yapilmig “A” seklindeki
tezgaha alimirdi. Bu tezgah ressamlarin
kullandiklar sévale gibiydi. Tabelanm
oturtuldugu tahtanm yerden yiiksekligi,
ustanm konumuna gore asagiya veya yukariya
dogru ayarlanabilir, tabela biyiikse iki

tezgah yan yana getirilirdi. Tabela yazarken
biitiin ustalarin yam baginda bir de sehpa
bulunurdu. Bunun iizerinde ise neft yagi,
tiner, boya, iistiipii, boya karistiricist ve boya
canagi gibi ustanin her an ihtiyag duyabilecegi
malzemeler vardi. Tabelaci ustasinm firgasim
da unutmamak gerek tabii. Fir¢a yazinin et
kalinhgma gore secilir, genellikle yazilar 12-
13 numara samur firca ile yazilirdi. Zemin
firgasi olarak da kil firga kullanilirdi. Zemin
boyamalarinda eski, kullanilmg fir¢a tercih
edilirdi. Boya kutular: agilmadan 6nce iyice
karistirihr, sonra bir miktar boya kiigiik bir
canaga ahmrdi. Fir¢anin yazi yazarken zemin
tizerinde iyi kaymas i¢in boyanin kivami neft
yag ile ayarlanirdi. Kiigiik bir ibrige benzeyen
neft kabm tenekeciler yapardi. Mecbur
kalmadikca da boyanin inceltilmesi i¢in benzin
veya gazyag kullamlmazdi.

BiR HAFTADA BiTER

Bir tabela ortalama bir haftada biterdi.
Tabelanm ¢er¢evesinin ¢atilmasindan,
vazismm yvazilmasina, kurumasina ve
asilmasima kadar gecen zamandi bu. Boya ne
zaman kurursa o zaman yazi isine baglanirdi.
Yaz1 yazarken harfin digma tasan boyay:
tabelaci parmag ile alir iizerine siirer ya da
ucu neftle 1slatilmug Gstiipii ile silip yaziya
devam ederdi. Geri déniisii olmayan bir

hata olmusgsa, bir kelime yanls yazilmissa,
yapilan biitiin iglemlere yeni bagtan baslanird.
Tabelay: genelde tabelay yazan degil,
yvazdiran astiredh. [ki tarafi yazih tabelalar
cadde veya sokaklara dik olarak asilirdi.
Yerel yonetimler bu tiir tabelalarin asilmasina
pek sicak bakmazlar, izin icin de isi oldukga
yokusa siirerlerdi. Dolayisiyla da goriintii
kirliligi yaptigmdan izin zor almird.

VAPUR iSi

Eskiden boyay1 da tabelact ustalar: kendileri
imal ederdi. Istenilen renkteki toz boya bezir
vagi ve vernik ile cam iizerinde 1spatula ile
ezilir, daha sonra bu kivam bezden siiziilerek
boya kullamlir hale getirilirdi. Ozellikle
cama yazilacak yazilar i¢in boyayi kendileri
vapardi. Bunun i¢in vapur isi denilen sivah
toz boya yukarida anlatldigr gibi hazirlanip
kullanihrdi. Vapur isini de boyacilar satard.
Vapur isi cam yazilarmdaki tutuculugu,
yayilmasi ve kaplayici 6zelligi ile muhtesem bir
siyah boyadur.

Yagliboya resim:
Mehmet Ali Diyarbakirlioglu

Mehmet Ali Diyarbakirhioglu

Devlet Giizel Sanatlar Akademisi mezunu
ressam Diyarbakirlioglu'nun 1990 yilinda
tasarladigr “kaybolan meslekler” projesi
sanat¢in yillar i¢inde actugr pek ¢ok resim
sergisinin ana temasini olusturdu. Sanatet
béylece resim sanatinin yam sira, Tirkiyenin
toplumsal ve kiiltiirel hayatndan silinen pek
cok zenaati arsivleyen bir éncii gérevini de
tistlenmis oldu.

Bu ¢ahismalar: zaman icinde medyada yer alan
kaybolan meslekler ve ustalarimi konu eden

bir dizi ¢cahsmaya da ilham kaynag: olmustur.

Kitabimin sadece Korfu'lu fir¢a tabelacilig:
ustalarmm eserlerini kapsamasma ragmen,
Mehmet Ali Diyarbakirhog
Tabelacihgi'nin Tirkiye’

u'nun Firca

eki ge¢migini kaleme
alan bir yazisim, bu meslek dalinin giderek
vok olusunun kiiresel bir sorun oldugu
inanciyla, kitabima koymayr uygun buldum.
Kendisine bu katkismdan otiiri tesekkiir

ederim.



HAND PAINTED
SIGNS

Mehmet Ali Diyarbakirhoglu

A metal, wood or glass plate (board) that
displays a seript, sign or a picture on its
surface, is called a “sign plate” and the person
who creates it is a “sign plate” craftsman.
With the onset of the Industrial Revolution in
the 19th century, tradesmen started hanging
signlplates at their workplaces to highlight
their special trade. Artisans met a new demand
for such signlplates with their brush painting
skills, thus creating a significant career.

In Turkey, craftsmen from the religious
minorities were the early practitioners of this
new profession. Their apprentices, on the
other hand, carried this artisanship to present
time, by passing their skills on to the next
generation.

Those of us over 50 years of age will remember
handOpainted signs and their craftsmen.

One could see them on top of a ladder or in
front of a store window, painting with their
“1stakas” in hand and their paint boxes by
their side. (“Istaka” is a wooden stick about
one meter long and with a spherical piece of
cloth at one end. It was used to help the sign
plate craftsman keep his hand steady while
painting.)

PREPARATION

For a skilled craftsman it was important to
know the profession of his client. While trying
to figure out what sort of a visual composition
the client had in mind, he would compose

a sketch. If the client had a specific design

in mind, he tried to base his design on that.
Otherwise he might request seeing previous
works by other craftsmen as a starting point.
After these preliminary discussions the
craftsman then prepared several alternatives
for the client to choose from. After the last
changes on the client’s choice, the design was
finalized and production started.

The majority of craftsmen did their pencil
drawing in the presence of their clients

to be able to impress them and gain their
confidence. Because all the renderings and

the text were executed by hand, the craftsman
would have to demonstrate his knowledge,
skill and talent. After agreeing on the price
and the design, the preliminary preparation
would start. Calculation of the price was based
on the expected work hours and the expected
effort. A bargaining share was also included as
part of the deal.

Above all, the craftsman had to like the end
product himself. This is why there was no
restriction to the amount of materials used and
the effort spent.

THE ADVENTURE OF THE
SIGN PLATE

After this short introduction to the craft, let us
now cast a look at the adventure of the sign plate.

For medium sized signs, a 0.60 — 0.80 mm
thick metal place, and for signs between 4

to 5 meters, a 101.5 mm thick metal plate
was convenient. Galvanized or nickel coated
plates were never used because paint would
not adhere to their surface. When the frame of
a onellsided sign was ready, its metal surface
was cleaned of rust and oil by a thorough
sandpapering process. Usually, the frames
were made by the craftsmen themselves. On
other occasions, based on the material of

the frame. a carpenter or a blacksmith was
involved.

To withstand external conditions and to avoid
rust or decay, the frame, if made of wood, was
treated with linseed oil or protective lack; in
case of a metal frame. oil paint was used for
this purpose.

When the surface cleaning of a metal plate
was complete, an under coating of antillrust
oil paint was applied. After a second coating
of such a layer, it was time for the first layer of
the surface paint. After the second and third
coatings the surface was ready for texting.

All the under layers of paint were of the same
color as the final surface color.

APPLICATION OF THE TEXT

Now it was time to apply the text. A text
stencil was prepared for this process using
a special kind of paper popularly known as
“dal” or “yagh kagit” (oil paper).

This stencil paper was similar to secondlrate
transparent drawing paper. The paper was cut

9 rr

by a knife called “rulet”. To get the best result,

a supportive layer of cardboard or newspaper
sheets were laid under the stencil paper. Using
pins to pierce the stencil was an alternative

to “rulet” knife cutting. But this was not an
easy task. It was executed by apprentices or
assistants. When this process of piercing the
outlines of the text was finished, the head
craltsman very cautiously laid it on the plate.
Charcoal dust or talcum powder, prepared in
advance and ready for use was then spread
over the stencil sheet with the aid of a piece of
cloth or cotton. With this method, the charcoal
dust leaked under, copying the outlines of the
text to be painted. Charcoal dust was used for
light colored backgrounds and talcum powder
for dark ones.

If a text containing many letters was to be
applied on a large plate then individual letter
stencils were used. The number of the letters
and the space between them were calculated
and drawn, in proportion to the surface area of
the plate. Thickness of the letters would be 1/5
of the total width of the letter.

Let’s take the letter “A”: The space between
the previous letter and the left leg of “A” had
to be 1/5 of the width of the letter. If the left
leg of the letter “A” was one unit then the
space between the legs had to count as two
units followed by the one unit of the right leg.
The space between 1, T and L should not be
the same as the space between two “A”s. The
space between two “A”s or “A” and “L” was
always less. Some craftsmen even deliberately
shortened the leg of the letter “L”. the reason
being that space between these two letters
always looked larger than the space between
others.

Spacing between the letters also depended

on the distance it was viewed from. As the
distance increased, so did the spacing.

Round letters like “S”, “O” and “U” were
more difficult to apply. This was the
opportunity for the craftsman to show off

his skills. Following years of experience,
application of all letters might seem easier, but
outlining the borders of the letters still needed
additional craftsmanship. In those days any
kind of adhesive band to be used for bordering
the letters was not available. and this made
painting a text a really difficult task. After
these adhesive bands became available on the
market, the work of the craftsman also became
easier. But those who preferred traditional
ways did not approve their apprentice to use
adhesive bands, fearing this may lead to a loss
of his manual skills.

BRUSH PAINTERS EASEL

The sign plate to be painted would be mounted
on a triangular and Allshaped wood or metal
easel, similar to that used by painters. The
height of the mounted plate from floor level
would be adjusted according to the craftsman’s
position. In case of large plates, more than one
easel was used. Next to the craftsman working,
there was always a bench on which materials
he needed would be placed such as paint,
linseed oil, turpentine, paint thinner, paint
mixer, cleaning material and paint mixing
bowl.

Brushes of the craftsman should, of course,
not be forgotten; their sizes were chosen in
accordance with the thickness of the letters
and were generally number 12013 sable

brushes. Ordinary or used old brushes were
preferred for under coatings.

Paint boxes were stirred well before they were
opened and some amount of paint was moved
to a small bowl. For the brush to slide freely
on the surface, the desired viscosity of the
paint was regulated by adding turpentine oil.
The small turpentine kettles were hand made
by tinsmiths.

Petrol or kerosene were never used for
thinning the paint unless absolutely necessary.

ONE WEEK FOR COMPLETION

It took one week on average to complete a
sign plate. This was the time required for
the construction of the frame, painting of the
figures and the text, drying of the paint and
installing the sign plate in its place.

When the paint overflowed the boundaries of
a letter, the painter removed the excess by his
finger and wiped it on his cloth and continued
painting or used a piece of thread waste
instead of a finger.

If an uncorrectable mistake was made. then
the work had to start all over again.

Usually it was the customer who took care
of hanging the sign. Doublelfaced signs
were hung perpendicular to the facade wall.
Local authorities were usually reluctant to
give permission to hang such signs, with the
argument that they created visual pollution.

Oil painting by:
Mehmet Ali Diyarbakirlioglu

“VAPUR isi”

(SHIP SOOT POWDER)

In those days, craftsmen themselves prepared
their own paints. Powder paint of desired color
was mashed on a glass surface with linseed oil
and varnish, using a spatula. Afterwards this
material was filtered through a cloth to obtain
the right consistency.

Preparing one’s own paint was especially the
case when the text was to be applied on a glass
surface. For this purpose a kind of powder
paint called “vapur isi” was used for the
process explained above. This material, sold
also by painters, was a magnificent paint with
qualities of strong adherence to glass, easy
spreading and carpeting.

Mehmet Ali Diyarbakirhioglu

A graduate of State Iine Arts Academy in
istanbul, painter Diyarbakirlioglu’s project
“Lost Professions” has been the main theme
for many of his exhibitions since 1990. Thus,
besides being a painter, he has also pioneered
in the archiving of the many crafts that have
disappeared from Turkey’s cultural and social

life.

These efforts have also been a source of
inspiration for many programs, projects and
publications on the lost professions in Turkey
and their skilled artisans.

Although this book covers only examples of
hand painted signs by craftsmen of Corfu,

I have chosen to include a short article by
Mehmet Ali Divarbakirhioglu on the recent
history of Brush Painted Signs in Turkey, with
the conviction that reviving this vanishing
craftsmanship is a global issue. I thank him for

his contribution.
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