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About

The purpose of IDA: International Design and Art Journal, which started its publication life in 2019, is to ensure that
scientific, original and academic studies are evaluated under scientific ethical rules and conveyed to the reader in a
qualified environment. Within the scope of the journal, all interdisciplinary articles on design and art fields and related to
these subjects can be sent for evaluation. IDA: International Journal of Design and Art is an international refereed
journal.

Our journal publishes 2 issues per year and the language of the journal is English and Turkish. The blind-review system
is used in the evaluation process, for further information please look at the “Evaluation Process”. Article submitted for
publication in the IDA: International Design and Art Journal should not be published elsewhere or waiting in line for
publication. The author (s) agree to transfer the publication and copyright of the articles they submit for publication
to IDA: International Design and Art Journal, and do not charge ant fees. All published articles are open to everyone
with reference to journals and authors.

Hakkinda

Yayin hayatina 2019 yilinda baglayan IDA: International Design and Art Journal amaci, bilimsel, 6zgiin ve akademik
caligmalarin bilimsel etik kurallara uygun bir bicimde degerlendirilmesini ve nitelikli bir ortamda okuyucuya iletilmesini
saglamaktir. Dergi kapsaminda, tasarim ve sanat konulariyla ve bu konular baglaminda yapilmis olan disiplinlerarasi tim
makaleler degerlendirilmek iizere gonderilebilmektedir. IDA: International Design and Art Journal uluslararasi
hakemli bir dergidir.

Dergimiz yilda 2 say1 yaymnlamaktadir ve derginin dili ingilizce ve Tiirkge’dir. Dergimizde kér hakemlik sistemi
uygulanmaktadir, degerlendirme siireci ile ilgili detayli bilgiler “Degerlendirme Siireci” baghiginda bulunmaktadir. IDA:
International Design and Art Journal’a yayinlanmak iizere gonderilmis olan makalelerin bagka bir yerde yaymlanmis
ya da yaym i¢in sirada bekliyor olmamasi gerekmektedir. Yazar/yazarlar yayinlanmak tizere gonderdikleri makalelerin
yayin ve telif hakkini IDA: International Design and Art Journal’a devretmeyi ve Ucret talep etmemeyi kabul eder.
Yaymlanmis tiim makaleler dergi ve yazarlara atif yapilmak suretiyle herkese agiktir.

Indexes
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Preface
Dear Readers,

We are pleased to announce that our journal, which we have set as our primary goal to contribute to academia and science
in the fields of design and art since 2019, continues to be included in national and international university databases and
leading indexes with our hard work and your support. We continue to achieve the goals of IDA: International Design
and Art Journal, which we established on a voluntary basis, to evaluate scientific, original, and academic studies in
accordance with ethical rules and to convey them to the reader, and we are happy to announce our seventh issue as of
December 2022.

As the IDA Journal family, we are grateful to our esteemed Editorial and Advisory Board for supporting us during the
preparation for publication and all evaluation processes and to the authors who contributed to the fifth issue with their
work. Also, I would like to thank the Section Editors and Reviewer Board, who are a part of our increasing family and
contributing to the evaluation process. Finally, I also want to thank our Language Editors, Assistant Editors, and Technical
Support Team for their contributions.

Editor-in-Chief
Assoc. Prof. Nilay OZSAVAS ULUCAY

Onsoz

Degerli Okuyucular,

2019 yilindan beri tasarim ve sanat alanlarinda akademiye ve bilime katki saglamay: birincil hedef olarak belirledigimiz
dergimizin, yogun ¢alismalarimiz ve desteklerinizle ulusal ve uluslararasi Gniversite veri tabanlarinda ve 6nci indekslerde
yer almaya devam ettigini duyurmaktan mutluluk duyariz. Goniillilik esasina dayali olarak kurdugumuz IDA:
International Design and Art Journal bilimsel, 6zglin, akademik ¢aligmalarin etik kurallara uygun bir bi¢imde
degerlendirilmesi ve okuyucuya iletilmesi hedeflerini bagariya ulagtirmaya devam etmekteyiz ve Aralik 2022 itibari ile
yedinci sayimizi yayinlamig olmanin mutlulugunu yasiyoruz.

Yayina hazirlik ve tiim degerlendirme siire¢lerinde desteklerini esirgemeyen degerli Yayin ve Danigma Kurulumuza ve
caligmalar ile dergimiz yedinci sayisina katki saglayan yazarlara IDA Journal ailesi olarak minnettariz. Hazirlik
asamasinda bizlere yardimci olan ve her giin artarak ¢ogalan ailemizin birer pargasi olan Alan Editéri ve Hakem
Kurulumuza, Dil Editorlerimiz, Yardimci Editorlerimiz ve Teknik Destek Ekibimize katkilarindan dolay: tesekkiirlerimi
sunarim.

Bas Editor
Dog. Nilay OZSAVAS ULUCAY

viii



IDA: International Design and Art Journal
ISSN: 2687-5373
Volume: 4, Issue: 2 / 2022

Research Article

Mimarhg1 makrodan mikroya doegru bir kavrayisla diisiinme

Thinking architecture through a macro-to-micro understanding

Mihriban Duman®”

Yistanbul Technical University,
Registered Student of Architectural
Design PhD Program, Istanbul, Turkey.
dumanmi@itu.edu.tr

*Corresponding Author

**This study is prepared from an
ongoing PhD thesis in the Architectural
Design PhD Program at ITU Graduate
School.

Received: 19.04.2022
Accepted: 07.07.2022

Citation:

Duman, M. (2022). Mimarlig1
makrodan mikroya dogru bir kavrayisla
diistinmek. IDA: International Design
and Art Journal, 4(2), 145-158.

Ozet

Mimarligi yeniden diisiinmeye dair toplumsallik elestirileri 2000°1i yillarda alan
igerisinde goriiniir olmustur. Faillik kavraminin s6z konusu elestirilerde 6ne ¢ikisi,
mimarliktan toplumbilimine uzanan giincel bir agilim olarak degerlendirilebilmektedir.
Calisma, dile getirilen disiplinlerarasi agilimi tamamlayici bir ¢ift yonliilik saglamay1
amaglamakta ve bakis yOniini tersine cevirerek “toplum bilimsel bir perspektiften
mimarliga nasil yaklagilabilir?” sorusunu sormaktadir. Faillik bu yon i¢in de kavramsal
bir zemin olarak gorilip ilgili toplum bilimsel literatiirde incelenmektedir. Boylelikle,
varilan diialiteler sorunsalina iliskin makro/mikro, yapi/faillik diisiincelerine dayali
teorik-elestirel bir ¢erceve olusturularak mimarligin toplumsalligina odaklanilmaktadir.
Calismada diialiteleri agmaya yonelik iki tiir toplumsal ¢oziimleme yaklasimi ileri
siiriilmekte ve bu dogrultuda nitel arastirma izlenerek metin analizi yontemi
kullanilmaktadir. Metinsel veriler, toplumbilimi ile baglantili diisiiniirlerin mimarliga
degindigi yazilardan derlenmektedir. Bunun {izerine, arastirma 6nce mimarligin makro
bir yap1 olarak kavranigini ortaya koymakta ve ardindan bu kavrayisin ¢éziinmesinde
mimarlik pratigini yorumlayarak tartigmaktadir. Caligma; mimarhigin makro olgular
karsisindaki yeterligini sorgulayan elestirel esigin 6tesine gecen ve ona gesitli faillikler,
iligkiler ag1 olarak yaklasan disiplinler aras1 bir bakis agis1 gelistirmekte ve boylelikle
giincel elestiri alanina diistinsel bir katkida bulunmaktadir.

Anahtar Kelimeler: Mimarlik Pratigi, Toplumsal, Mikro/Makro, Faillik/Yap1

Abstract

Social architecture debates on rethinking architecture has come to the fore within the field
during the 2000s. The prominence of the notion of agency in these criticisms can be seen
as a current expansion from architecture to sociology. The study aims to provide a
complementary two-way view to this interdisciplinary expansion by looking into the
reverse direction and asks: In what way architecture can be approached from a
sociological standpoint? For this, agency is treated as a conceptual ground and
investigated in the relevant sociological literature. Then, a theoretical-critical framework
is formed based on macro/micro, structure/agency notions pertinent to duality
problematic. A particular two-fold classification regarding social analyses proposing to
overcome dualities is derived. Following a qualitative research approach, text analysis
method is adopted. Textual data is compiled from writings of thinkers regarding
sociology which deal with architecture. The research, first, scrutinizes the understanding
of architecture as a macro structure; and then, within its dissolution, interprets
architectural practice. The study advances an interdisciplinary perspective approaching
architecture as a network of diverse agencies and relations, which goes beyond
questioning inadequacy of architecture against macro level facts and issues. Thus, it
makes a theoretical contribution to current criticisms of architectural field.

Keywords: Architectural Practice, Social, Micro/Macro, Agency/Structure
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Extended Abstract

Introduction: Social architecture debates in literature deal with the conditions of the architectural subject/producer,
architectural object/product or the production process. These kind of discussions come to the fore in a more prominent
way in some periods. It may become prominent when updating the discussions depending on the crisis periods and
paradigmatic shifts specific to architecture or when debating new interdisciplinary local and global current theories and
facts. For instance, as an extension of the criticisms that evaluated the 20th century through the problematization of
Modernism, Industrialization and the shift in the social role of the architect; the debates in the 2000s appear with the pre-
emphasis re- such as redefining, rethinking, and rediscovering architecture and its practice. The critical potential of
architecture is questioned along with new conditions such as global economic reconstruction, the rising information
society based on networks-simultaneity-multiplicity-nonlinearity in these criticisms. The notion of agency comes to the
fore in current debates for understanding the ways of how architecture is connected with these emergent world
developments. At the same time, in an interdisciplinary view, the prominence of the notion of agency can be seen as a
current expansion from architecture to sociology. So, this study treats agency as a conceptual ground and through
investigating this notion in the relevant sociological literature it focuses on reconsidering architecture in the social context.
By this way, it interprets architectural practice and design thought through a perspective dissolving from macro to micro
understanding.

Purpose and scope: As it is revealed by the literature research, architecture may expand to sociology by utilizing the
notions of this field for comprehending the social. The study aims to provide a complementary two-way view to this
interdisciplinary expansion by looking in the reverse direction and asking: In what way architecture can be approached
from a sociological standpoint? Thus, through the relevant sociological literature, macro/micro and structure/agency
notions pertinent to the duality problem become instrumental for forming a theoretical-critical framework in order to
reconsider architecture in the social context. Within the scope of the study, an interpretive perspective is developed in
which the practice is centered as a potential process instead of the dual ideas such as architecture and society or architect-
as-subject and architectural-object. Criticizing sociology-related discourses on architecture makes possible research in
this scope since it both intersects with architecture and also looks into architecture from an outside position.

Method: In this study, firstly, a particular two-fold classification regarding social analyses proposing to overcome
dualities is derived by means of literature research. The first one develops or traces a macro-micro-connected social
analysis approach to overcome dualities. The second one does not follow a level-categorizing approach for social analysis.
The attitudinal difference between the two approaches can be summarized as focusing on the relations between the levels
by not choosing a side, or focusing directly on practice and process instead of assuming the levels. And then, in order to
form a theoretical-critical framework through in-depth looked and elaborated particular notions between two social
disciplines, a qualitative research approach is followed and the text analysis method is adopted. Textual data is compiled
from writings conjecturing on architecture that belong to thinkers regarding sociology. The research first scrutinizes the
understanding of architecture as a macro structure; then, within its dissolution, discusses architectural practice in an
interpretative and comparative way.

Findings and conclusion: In approaches that focus on inter-level relations, architecture can be conceived as a macro
structure or agency identified with its objective and subjective aspects. Accordingly, the practice is accepted as an
architect-architectural production-architectural product linearity in macro understandings, and it is seen as an ordinary
process bonding the architect-as-subject and the architectural-object which remains in the background of them. On the
other hand, architecture can also be conceived as a dynamic field with various processes and agencies instead of
positioning it into levels. Interpreting architecture in this direction focuses on architectural practice itself as a process
rather than a separation as architect-as-subject or architectural-object. This understanding brings foregrounding and
thinking of micro relationships. When architectural practice is focused in this way, it may dissolve, disintegrate and
diversify. Thinking architecture through a macro-to-micro understanding in an interdisciplinary manner, this study
advances a perspective approaching architecture as a network of diverse agencies and relations which goes beyond
questioning inadequacy of architecture against macro-level facts and issues. It brings an opportunity to bring it closer to
the everyday and temporal factors as well. Thus, it encourages studies in which the issues that have not been included in
or remained at the periphery of social architectural debates can be examined in a more central position.

Keywords: Architectural Practice, Social, Micro/Macro, Agency/Structure
GIRiS

Mimarlik alaninda, mimarlik ve toplumsallik seklinde ifade edilebilir kapsayici iist bagliga iliskin elestirel
yaklasimlar, s6z konusu basgligin igerdigi iki yonde de cesitlenen baglamlarla ele alinmaktadir. Yani bir
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tarafiyla, mimarlik gibi genis bir alanin toplumsallik ile bag1 kurulurken odaklanilan mimarliga 6zgii konulara
ve unsurlara gore gesitlenebilmektedir. Bir tarafiyla ise toplumsallikla isaret edilenin ne oldugunu ortaya
koyacak sekilde, sadece mimarlik ile sinirli kalmayip sosyal veya beseri bilimlere iliskin literatiire ve terimlere
dogru agilabilmektedir.

Mimarlik i¢in toplumsallik elestirisinin odaginda neyin yer alabilecegine dair belirgin bir ¢atallanma mimari
nesne/lrin ve mimar 6zne/aktor Gzerinden ifade edilebilir. Mimari nesne, fiziksel bir mimari mekansal
gerceklik veya temsil olarak toplumsallik elestirisine dahil olabilmekte iken; mimarin toplumsallig elestirisi
ise mimarin toplumsal sorumlulugu, rolii, gorevi, pratiginin yontemi ve niyeti gibi konularla
stirdiiriilebilmektedir. Bdyle bir ¢atallanmanin varligi, mimari nesne-iiriin olarak iiretilenin toplumsallig1 ve
mimar 6zne-aktor olarak tiretenin toplumsalligi seklinde bir ikilik gibi goriinebilir. Ancak bu durumu bir ikilik
olmaktan ¢ok birbirinden kopuk olmayan iki tiir elestirel bakis olarak yorumlamak miimkiindiir. Uretilen ve
tireten kadar pratigi de odaga almak bu durumu bir ikilik olmaktan ¢ikarmanin yolu olarak diisiiniilebilir.

Toplumsal mimarlik yaklasimlarinda karsilagilan katilim odaklt mimarlik, topluluga yonelik mimarlik, kamu
yararina mimarlik, toplum yararina mimarlik gibi adlandirmalarla tartigilan tiirevler irdelendiginde de odagin
ne sadece liretende ne de sadece iiretilende oldugu, asil niyetin mimarlik pratiginin farkl sekilde siirdiiriilme
hallerine, olasiliklarina isaret etmek oldugu fark edilebilmektedir. Oyle ki s6z konusu tiirevler mimarlik
yazininda zaman zaman “alternatif pratikler” olarak da nitelendirilmektedir.

Alternatif olmak, beraberinde neyin alternatifi oldugu diisiincesini de getirir. Alternatif olarak nitelendirilen
s0z konusu pratikler de; lireten agisindan, basat {iretim tarzinin kosullariyla ¢aligmanin; {iretilen ag¢isindan, son
durumda iretim tarzina bagli pazarin iiriinlerine doniismenin; mesleki bir hizmet siireci olma ydniinden
bakildiginda pratik agisindan, yalnizca belirli varsil toplumsal kesimlere fayda saglayan bir siire¢ olmanin
disinda kalabilen alternatifler seklinde agiklanabilmektedir. Boylesi mimarlik ve toplumsallik tartigsmalari,
mimarlik alaninda bir elestiri hatt1 olarak siiregelir iken baz1 donemlerde daha goriiniir sekilde giindem tegkil
edebilmektedirler. Bu goriiniirliikk, mimarliga 6zgii kriz donemlerine ve paradigmatik kaymalara bagli olarak
tartigmalarin gilincellenmesi seklinde olusabildigi gibi; yerel, kiiresel capli glincel teorilerle veya olgularla
birlikte yeni disiplinler arasi tartigmalar seklinde de meydana gelebilmektedir.

Ornegin, Doucet ve Cupers (2009: 1-2), mimarlik teorisi ve elestirisine iliskin bir doniisiim olarak
Modernizmin sorunsallagtirilmasina isaret etmekte, bu yondeki diisiinsel gelismeler dogrultusunda mimarligin
ve toplumsalligin da yeni bakis agilari ile birlikte ele alindigini dile getirmektedirler. Gribat ve Meires (2017:
779-780) de son yillarda mimarlik disiplini i¢inde yeni bir toplumsal mimarlik tartismasinin ortaya ¢iktigin
ve bu tartigmanin mimarhigin pazar ekonomisine giidiimlii sekilde siirdiiriiliisiine bagl bir krizin ilanina
dayandigini belirtmektedirler. Bu durumu iist sinif ekonomik/politik ¢ikarlara ¢ok fazla odaklanmis bir
mimarligin krizi olarak nitelendirmekte ve mimarlarin toplumun savunmasiz ve marjinal gruplari igin insa
etme alternatiflerini bir ¢ikis yolu olarak ele almaktadirlar. Lepik (2010: 12) de benzer bir elestiri getirerek
mimarligin kendisini ekonomik ve politik ¢ikarlarin hizmetine ¢ok fazla yerlestirdigini ve toplumsal kaygilara
cok az Ozen gosterdigini sdylemektedir. Oosterman (2008: 2-3) ise bu duruma 20. ylzyila yayilan bir siireg
tizerinden ve mimarin roliindeki doniisiim iizerinden deginmektedir. Endiistriyellesmeyi, 20. yiizyilin
baslangici itibariyla mimarin roliinii tamamen gereksiz kilmakla tehdit eden alayci bir hayalet olarak tasvir
eden yazar, az sayida mimarin giderek daha sasirtici ve gorsel olarak estetik binalar iiretme sansina sahip
olmasiyla bu tehdidin fark edilmedigini izah etmektedir. Yiizy1l sonuna gelindiginde ise mimarin toplumsal
konumunun elinden kaymig ve buharlagsmis oldugunu; toplumsal iliskilerde diizenleyici, politik kararlara ilham
verici, mekana dair profesyonel bir giic oyuncusu olarak ele aliabilecek bir mimarin s6z konusu yiiz yillik
gelisimde bir ara agama olarak kaldigini agiklamaktadir.

Konu edilen krizlerin, doniisiimlerin ertesi veya uzantisi nitelikli bir donem olarak 2000’li yillarda, mimarlig1
ve mimarlik pratigini yeniden tanimlamak, yeniden diisiinmek, yeniden kesfetmek gibi 6n vurgusu “yeniden”
olan toplumsallik elestirileri alan igerisinde bir kez daha goriiniir olmustur. Endiistriyellesme yerine post-
endiistriyellesmenin, kapitalizm yerine ge¢ kapitalizmin, liberalizm yerine neo-liberalizmin, hlimanizm yerine
post-hiimanizmin iyiden iyiye global tartismalarin merkezine yerlestigi bir donemde, yukarida da deginildigi
gibi, mimarlik ve toplumsallik tartismalar1 da yerel, kiiresel capli giincel teorilerle veya olgularla birlikte
disiplinler aras1 tartigmalar seklinde yeniden goriinmiistiir demek miimkiindjir.
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Doucet ve Cupers (2009: 1-6) tarafindan da yakin zaman i¢in belirtildigi gibi; cografyadan kiiltiirel caligmalara
kadar birgcok alan, yenilenen ge¢ kapitalizm elestirilerinden veya kiiresel neoliberalizme alternatif
tahayytillerinden ilham alarak elestirellik ve katilim iizerine yeni diisiinme yollarn izlemeye baslamustir.
Yazarlar, mimarligin disindaki bu disiplinlerin gdstermeye basladigi kosullarin mimarliga iligkin kimi esaslara
da radikal bir sekilde meydan okudugunu ifade etmektedirler. Kiiresel ekonomik yeniden yapilanma, aglar-es
zamanlilik-gokluk-dogrusal olmama iizerine kurulu halde yiikselise ge¢mis bilgi toplumu gibi yeni kosullarin,
mimarligin elestirel potansiyelini ve ayni1 zamanda diinyadaki failliginin tek anlamliligin1 sorgulatir oldugunu
soylemektedirler. Bu agidan “faillik” kavramini, mimarligin bu yeni diinya ile ¢esitli baglantilar kurma
yollarin1 anlayabilmek adina verimli bir kavram olarak gdstermektedirler. Failligi, modasi ge¢mis bir biiyiik
teorinin yerini alacak bir biiyiik fail teorisi inga etmekten ziyade, uygulanabilir/elverisli (workable) parcalara
boliinebilir, sonrasinda yeniden yapilandirilabilir ve birlestirilebilir bir yaklasgimin kavrami olarak
vurgulamaktadirlar. Yine, Gribat ve Meires (2017: 784-785) de yakin zaman i¢in benzeri bir doniistimii
vurgulayarak toplumsalliga iliskin mimarlik sergilerinin ve yayimnlarinin, diinyanin farkli yerlerinde yeni bir
toplumsal mimarligin yiikselisini gdsteren, bulundugumuz ¢aga ait farkli ve oldukca kii¢iik 6l¢ekli mimari
proje seckilerine dayandigini belirtmektedirler. Benzer bir yaklasimla mimarlik ve tasarim uygulamalarinin
cesitliligini 6ne ¢ikarmaya yonelik bir veri tabani olusturan “Mekansal Faillik” ¢alismast, binalarin ve mekanin
nasil tretilebilecegine iligkin yeni bir bakig agisi olarak tanimlanmaktadir (Spatial Agency, t.y.). Calisma,
mimarlik yapmanin diger yollar1 icin, binalarin goriiniimiine ve yapimina iligkin geleneksel mimarlik
odagindan uzaklasilabilen, mimarlarin ve mimar olmayanlarin birlikte calisabildigi ¢ok daha genis bir firsat
alan1 &nermektedir. Insa etmenin/binanin, mekansal bir soruna mutlaka en iyi ¢6ziim olmadig1 inanciyla;
bireysel bir kahraman mimar figiirii yerine, temsilcilerin bagkalartyla hareket ettigi ¢cok daha is birlik¢i bir
yaklasimin izlenebildigi ikinci bir mimarlik tarihini ortaya ¢ikarmayi amaglamaktadir.

Buraya dek belirtildigi gibi aslinda alternatif pratikleri goriinlir kilmaya iliskin arastirmalar, yaymlar ve
derlemeler alan igerisinde var olagelmistir. Ancak Awan, vd. (2011: 26-34), meseleyi s6z konusu ¢alisma igin
“Alternatif Mimari Pratik” bagliginin ni¢in kisitlayici oldugunu agikladiklari bir baslangicla ele almaktadirlar.
Boyle bir adlandirmanin, kapsamli ve giiglendirici olmasini istedikleri bir ¢alisma i¢in neden giderek daha
sinirlayict hale geldigini anlatmaktadirlar. Onlara gore alternatif, gogu zaman ikili bir yapida oldugu gibi tam
olarak kagcmak istedigi referans terimleriyle siirlanmakta, her zaman karsi ¢iktigi normun golgesinde
kalmaktadir. Mimari ise, bina ile nesne olarak iligkilendirilme ve nesnelerin statik 6zellikleriyle iligkili yonlere
oncelik verme egilimindedir ve bu durum iiretim siiregleri, toplum, doga iliskileri gibi agilimlar1 arka planda
birakmaktadir. Bir yandan da, “mimari=bina” denklemi mimarligin metalagmasin1 genisletmektedir. Buna
bagl olarak yazarlar, alternatif mimari yerine Lefebvre’in akilda kalic1 “(toplumsal) mekan (toplumsal) bir
irlindiir” ifadesine de gonderme ile daha agik olasiliklar barindiran “mekansal” kavramini tercih ettiklerini
dile getirmektedirler. Yazarlarin bir diger elestirisi de pratik i¢indir. Cogu mimari pratik, miisterilerin ve
pazarin kisa vadeli Oncelikleriyle belirlenen taleplerle sinirli gergeklikler oldugu icin pratik sdzciigiiniin de
cagrisimsal bir engel teskil ettigini diisiinmektedirler. Bunun iizerine, sadece belirleyen ya da sadece belirlenen
olmanin Gtesine gegen ve doniistiirme olasiligint barindirmaya devam eden bir yaklagim {izerinden faillik
kavramini kullanmay1 6ne siirmektedirler.

Baslangicta isaret edildigi gibi, mimarlik ve toplumsallik tartigmalarinin, toplumsalligin ele alinisinda yalnizca
mimarlik ile sinirhi kalmayan ve beseri bilimlere dogru genisleyebilen tarafin1 hatirlayarak; toplumbiliminin
(sosyolojinin) de, bu kapsamda, mimarlik alaninin siklikla bagvurdugu ve iliski kurdugu bir alan oldugunu
belirtmek gerekir. Giincel tartigmalarda tespitler veya oneriler, ¢ikis yollar seklinde gbzlenen diisiincelerde de
bu durum kendisini gostermektedir. Ornegin, bireysel bir kahraman olarak mimarin sorgulanisi, kiigiik 6l¢ekli
pratiklerdeki artig, failligin mimarlik i¢in giincel bir tartisma teskil etmeye baslamasi gibi aciklamalarda
goriildiigii gibi, meselenin toplumbilimi ile bagini diisiindiiren terimlere dogrudan referans verilebilmekte veya
dolayl1 olarak toplumbilimsel epistemoloji tartismaya davet edilebilmektedir.

Bu metin mimarlik ve toplumsallik olarak ifade edilen genis elestiri hatt1 kapsaminda goriilebilecek kuramsal
bir aragtirmay1 ve tartismay1 hem mimarligi hem de toplumbilimini igeren bir glizergah ile ortaya koymaktadir.
Mikro/makro, faillik/yap1 kavramlari araciligiyla mimarligin kavranisina odaklanarak, bunu diisiinmenin
getirdigi imkan ile mimarlik pratigini ve tasarim disiincesini toplumsallik baglaminda ele almayi
amaglamaktadir.

148



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

CALISMANIN YONTEMI VE AMACI

Kennedy (2012: 1-6), mimarlig1 sosyolojik olarak anlayabilmenin “Mimarlik nedir?”, “Mimar kimdir?” gibi
sorular1 yanitlayabilmekle miimkiin olabilecegini ve yine bunu anlayabilmek i¢in, i¢inde bulunulan toplumu
da tarihsel bir perspektif i¢cinden degerlendirebilmek gerektigini sdylemektedir. Burada, mimarliga bakis ve
topluma bakis seklinde adlandirilabilecek iki yoldan bahsedilmektedir denebilir. Mimarlik, mekéana odaklanan
bir alan olarak mekansal elestiride topluma da siklikla bakmistir, toplumu yorumlamistir ve zaman zaman
topluma yol gdsterme roliinii de iistlenmistir. Bunu yaparken iiretilen “mimar/mimarlik” ve “toplum”
seklindeki diizeysel ayrimin, daima birinden digerine dogru uzanir bir iligki gibi géziikmesi tartigmaya agik
bir taraf da barindirmaktadir. Bu, mimarlhigin diger konular ve olgular ile ayrik bir alan, bir disiplin olarak
iligkilendirilmesinin yerine gitgide karmasiklasan baglara erismis bir diinyada mimarlig1 daha ¢esitli, karmasik
eylemsel iligkiler ile diisiinmeye gegise dair de bir tartismadir. Mimarlik ve toplumsallik elestirisini mimarlik
ve toplum diislincesi ile smirlandirmak yerine, mimarligin toplumsalligini diisiinmeye ge¢mek seklinde
genisleten bu bakis acisi, etkilesimlerin ve olasiliklarin arttig1 bir diislin alanina gegise de isaret eder. Giris
boliimiinde isaret edilen faillik kavrami da bunun i¢in bir arag¢ olarak degerlendirilmektedir. Failligin, yakin
zamanli mimarlik literatiiriinde 6ne ¢ikisinin ortaya koyulmasinin ardindan toplum bilimsel literatur
icerisinden irdelenmesi ile onunla ilintili diialite (ikilik) sorunsali da goriiniir olmaktadir. S6z konusu sorunsala
iligkin gelismeler disiplinler arasi bir kesisimde c¢alismanin kuramsal cercevesini sekillendirmektedir.
Dolayisiyla, ¢calismanin yontemini ve amacini agiklar iken dnce giincel mimarlik ve toplumsallik elestirisine
dahil olan bu kavramsallig1 fikir verecek olgiide sosyolojik literatiir ile biraz daha agmak yerinde olacaktir.

Faillik kavraminin arka planinda sosyolojik epistemolojide onunla bir arada tartisilagelen “yap1” kavraminin
ve yapi-faillik dualitesine dair elestirinin icerilmekte oldugunu diisiinmek miimkiindiir. Kokleri
Aydinlanma’ya, Kartezyen felsefeye dayanan ve Sanayi Devrimi’ne uzanan bir tarihsellikle, sosyolojik
diisiincede toplumsali anlama, yorumlama bi¢imlerine iligkin birtakim diialiteler ortaya ¢ikmistir (Turguter ve
Evren, 2019: 33-45). Layder’in sosyolojik diialitelere dair yaklasimini incelemek, yapi-faillik dualitesini
degerlendirebilmeye ve diialite konusunu daha kapsamli sekilde aktarabilmeye yardimci olmaktadir. Makro-
mikro ve yapi-faillik dialitelerini sematik bir siralama igerisinde agiklayan Layder; bu siralamada, makro-
mikro dialitesinin iistte yer aldigini, ¢iinkii bu diialitenin kendi kosullar1 baglaminda yapi-faillik dialitesini de
icerdigini belirtmektedir. Makro-mikro dlalitesi toplumsal analizin odaginda hangisinin olmasi gerektigine
iligkin bir ayrima isaret etmektedir. Bu agidan, Layder, bu diialitenin analiz diizeyine ve analiz 6lgegine iliskin
oldugunu sdyleyerek, mikro ile yliz ylize davranig, giindelik hayat, toplumsal hayatin rutinleri gibi kiiciik
Olcekli unsurlarin analizine yogunlasan tarafi; makro ile de kurumlar, gii¢ ve kaynaklarin dagilimi gibi biiyiik
olgekli ve kisisel-olmayan unsurlarin analizine yogunlasan tarafi gostermektedir (Layder, 2013: 1-13).

Yapi-faillik dualitesi ise Layder igin iki esas sorunla baglantilidir. Ilki, faillik (eyleme) tarafina yonelik olarak,
“Insan etkinligi iginde yer aldig1 temel toplumsal kosullar1 nasil bicimlendirir?” sorusunun yanit arayisi;
ikincisi ise, yap1 tarafina yonelik olarak, yapilar, kurumlar, kiiltiirel kaynaklar gibi toplumsal unsurlarin
toplumsal etkinligi nasil bigimlendirdigi sorusunun yanit arayigidir. Yapi ile failligi bir ikilik yapan durum,
kisaca, faillerin/eyleyenlerin kendilerine 6zgii igsel siirecleri ile mi eylemde bulunabildikleri yoksa bu
eylemlerin toplumsal yapilarin belirleyiciligi ile kusatilmis m1 oldugu sorusuna iliskindir. Bu baglamda birgok
sosyoloji diisiiniirii yapmnin makro ile failligin de mikro ile baglantilandirilabildigini dile getirmistir. Ornegin
Layder (2013: 6) da yapmin makro ile bire bir ayn1 sey olmadigini belirtmekte fakat ikisinin de yeniden-
tiretilen gii¢ ve toplumsal organizasyon kaliplarina isaret etmek gibi ortak bir 6zelligi oldugunu eklemektedir.
Benzer sekilde mikro analize odaklanma niyetleri ile faillik ve kisitlayicilik konusuyla ilgilenme arasinda da
bir ortiisme oldugunu sdylemektedir. Bir diger sosyoloji diistiniirii Ritzer da mikro-makro ve faillik-yap1
konularinin benzer goriilerek ¢ogu zaman birbirini andirir sekilde ele alindigini ifade etmektedir. Ritzer’a gore
mikroskobik ve makroskobik kuram catigmalar1 arasindaki toplumsal belirleyicilik ¢ekismesi 6zellikle 20.
yiizyilin son ¢eyregine dogru ¢oziilmeye baslamis, ikiliklerin yerini mikro-makro baglantisina dair artan bir
ilgi almistir ve buna kosut bir gelisme yapi-faillik bagmin diisiiniilmesinde de gerceklesmistir (Ritzer, 2011:
367-369). Diialiteleri biitiinlestirme, diialiteleri asma, diialitelerden ¢ikis gibi tanimlamalarla agiklanan bu
yaklagimlar, toplum bilimsel teorilere ve yontemlere dair yeni bakis agilart getirmistir.
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literatiir ,

mimarlik toplumsallik
faillik — dualiteler literatiir
makro / mikro toplumbilimi

metin_ vapi / faillik
analizi dualitelerden cikis

Ritzer diizey varsayimi

Tapie diizeyler arasi iliskilere odak toplumsal

Lefebvre coziimleme

Foucault | diizeyleri benimsememe yaklagimi

Latour pratige ve siirece odak

Mimarhgin Makro Bir Yapi Olarak Kavranisi
Makro Kavranisin Cozinmesinde Mimarhk Pratigini Disiinmek
bulgular

Gorsel 1. Calismanin izledigi yol

Caligma kapsaminda faillik kavraminin ¢ikis noktasi olmasiyla varilan diialiteler sorunsalina iligkin s6z konusu
gelisme, mimarligin toplumsalligini giincel olarak tartisabilmek icin kavramsal bir zemin teskil etmektedir
(Gorsel 1). Girig boliimiinde mimarlik alanina iligkin literatiir arastirmasi ile ortaya koyuldugu gibi mimarlik
toplumsalligi mesele ederken toplumbilimindeki gelismelerden faydalanmakta ve buna dair kavramlar,
elestiriler ile sosyal bilimlere agilabilmektedir. Mimarligin toplumbilimine yoénelimini tamamlayict bir ¢ift
yonliiliik saglamak adina ¢alismanin arastirma sorusu “Toplumbilimsel bir perspektiften mimarliga nasil
yaklasilabilir” gseklinde belirlenmistir. Boylelikle sosyoloji alanina iliskin literatiir aragtirmasi ile genisletilen
yapi-faillik, makro-mikro kavramlari ve yaklagimlart mimarligi ve mimarlik pratigini toplumsallik baglaminda
yeniden diislinebilmeye araci olmaktadir. Hem toplumsala bakis ortakliginda mimarlikla yolu kesisebilen hem
de mimarliga bakis agisindan mimarlik i¢in digsaridan bir g6z olarak da konumlanabilen disiplinler arasi bir
bagda, sosyolojiye iliskin kavramlar iizerinden mimarligin kavranist incelenebilmekte ve elestiriye
acilabilmektedir. Calismada dialiteleri asmaya yonelik iki tiir toplumsal ¢6ziimleme yaklagimi ileri
surilmektedir. Biri, diialiteleri agmak i¢in makro-mikro baglantili yeni toplumsal ¢6ziimleme ydntemleri
gelistiren veya bu tiir yontemlerin izinde olan yaklagimdir. Digeri ise kategorize edici toplumsal ¢oziimleme
yontemlerini benimsemeyen yaklasimdir. Iki yaklasim arasindaki tutum farki, toplumsalliga bakista diizeyler
arasinda bir taraf segmeyerek diizeyler arasindaki iligkilere odaklanmak; ya da diizeyleri varsaymak yerine
dogrudan odagi pratige ve siirece kaydirmak seklinde dzetlenebilir. Bu dogrultuda nitel arastirma izlenerek
metin analizi yontemi kullanilmaktadir. Metinsel veriler, toplumbilimi ile baglantili diiiiniirlerin mimarliga
degindigi yazilardan derlenmektedir. Mimarlik tizerine goriisleri olma ve birbirlerine gore de farkli bakis
acilartyla toplumsal ¢oziimlemeye yaklasiyor olma nitelikleri ile Ritzer, Tapie, Lefebvre, Foucault, Latour’un
dogrudan mimarhga degindigi yorumlar1 caligmanin orneklemini olusturmaktadir. Toplumbiliminden
mimarliga agilan bu dogrultu, mimarlik alanina ait diistinceler ile kars1 karsiya gelen veya paralellik kuran
yonleri yorumlamaci ve karsilastirmali bir yaklagimla degerlendirebilmeyi olanakli kilmaktadir. Boylelikle
mimarlik pratigi, mimarlik-mekan iliskisi iizerine tekillikten ¢ikarak cesitlilige agilan bakis a¢ilari mimarligin
toplumsallig: tartismasina katilabilmektedir.

BULGULAR
Mimarhgin Makro Bir Yapi Olarak Kavranisi

Ritzer (2011: 513-539), bugiin makro ve mikro diizeyleri tamamen reddeden yaklasimlarin da sosyoloji kurami
icinde etkili oldugunu belirtmekte, fakat toplumsal diinyanin karmasiklig1 ugras edinildiginde sosyologlarin
kimi ¢oziimleme semalarina ihtiyac duyduklarini agiklamaktadir. Buna bagli olarak kendisinin makro-
mikro/nesnel-6znel ¢aprazlamal diizeyler arasi toplumsal ¢6ziimleme semasina deginmektedir (Gorsel 2).
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MAKROSKOPIK

1. Makro-nesnel I1. Makro-dznel
Ornekler - toplum, yasa, Ornekler - Kiiltiir,
biirokrasi, mimari, kurallar ve degerler

teknoloji ve dil T ¢ ; T

NESNEL OZNEL

III. Mikro-nesnel <€——» IV. Mikro-oznel

Omekler - davranis Ornekler - algilar,
Oriintiisii, eylem inanglar; gergekligin
ve etkilesim toplumsal ingasinin
cesitli yonleri
MIKROSKOPIK

Gorsel 2. Ritzer’in toplumsal ¢éziimlemesinin baglica diizeyleri

Onun igin, “bu dort diizeyden her biri, kendi i¢inde 6nemlidir ancak en 6nemlisi, onlar arasindaki diyalektik
iligkidir” (Ritzer, 2011: 371). Yine ona gore, bu sema bir diizeyin bir baska diizeye baskinlik veya sirali
istiinliik kurdugu bir smiflandirmay1 temsil etmemektedir ve aralarindaki iligki siirekli degisen anlik bir
gortintii gibi disiiniilmelidir. Mimarinin/Mimarligin (6zgiin semada Architecture) makro-nesnel dizeyde
konumlandirilmis olmasi Ritzer’in ¢6zlimlemesini bu incelemeye tasiyan detaydir. O, diizeyler arasina bakmak
ile iligkisel bir yaklagimi vurgulamakta fakat mimarlik yine de toplumsal ¢dziimlemesinde makro, bilyiik
0lcekli yapisal ve nesnel bir diizeyde konumlandirilmaktadir.

Mimarligi makro-nesnel bir diizeye konumlandirmasinin arka planini yorumlayabilmek igin Ritzer’in
mimarliga iliskin birtakim diistinceleri ve yorumlar arastirmaya katilmistir. Ritzer, “Kiiresellesmis ticari
mimarlik son derece McDonaldlastirilmis olmaktan bagka bir sey olabilir mi?” baglikli yazisinda tiiketim
odakls, biiylisti bozulmus sistemler dedigi McDonaldlastirilmay1 (McDonaldization) mimarliga uygular. Genel
hatlar ile, ticari amagla rasyonellestirilmis, bir yerden bir yere tekrar eden, ¢ok temel ve islevsel striiktiirlii,
tilkketimin araglar1 ve katedralleri olan mega magazalar, aligveris merkezleri, isim ve satig hakki kullanilarak
genislemis zincirler (franchises) bu kiimededir. Uygulama yontemindeki hicbir sey ve bir sey siirekliliginde,
“hi¢bir sey” genel, merkezi, kontrollil bir toplumsal bigimdir. Yerel zamandan yoksundur. Her zamana ait
olmasiyla zamansizdir. Islevi acisindan insanliktan ¢ikarilmistir/ makinelestirilmistir (dehumanized). Bu
acidan, big box stores (biiylik kutu magazalar; siipermarket), i¢inden tiiketim faaliyetinin akip gegtigi kutu
bi¢imi ile de Ritzer i¢in higlik tanimin1 karsilamaktadir.

Stipermarket bir hiclik 6rnegi iken ¢ogu konser salonu ve opera binasi ise yere 6zgii tasarlanmalari, ayirt edici
icerik bakimindan zengin olmalari nedeniyle Ritzer i¢in “bir sey” grubundadirlar. Ritzer, Sydney Opera
Binas1’nin tartigmasiz sekilde bu yapilarin en belirgini oldugunu ve Walt Disney Konser Salonu’nun da se¢kin
bir yapit olarak bu gruba dahil oldugunu belirtmektedir (Ritzer, 2007: 123-145). Onun igin,
“McDonaldlasmanin dereceleri vardir. McDonaldlasma ya hep ya hig tarzinda bir sey degildir” (Ritzer, 2017:
56). Bu baglamda Ritzer yaraticiliga bagl biiyilk mimarlik (great architecture) ile yiiksek derecede
McDonaldlagtirmayi iligkilendirmenin ¢ok zor oldugu, daha siradan ticari mimarligin ise McDonaldlastirma
siirecinden agikg¢a ve biiyiik dl¢iide etkilendigi sonucuna varmaktadir. Ritzer’in vardig1 sonucun tartigmaya
acik tarafinin yani sira toplumsal ¢oziimleme semasi yeniden hatirlandiginda, makro-nesnel diizeyde
konumlandirdigi mimarlig1 inga edilmis triinleri {izerinden degerlendirdigi sdylenebilmektedir.

Tapie ise (2018: 164), barinma meselesine odaklandigi yasamortam sosyolojisinde, mekana gondermede
bulunmanin toplumbilimi ile mimarligin ortak 6zelligi oldugunu belirtmektedir. Ancak onun mekan uzerine
kurdugu bu ortaklikta da bu kez mekén ayrisir. Bu ayrim, Tapie’nin yorumlarinda, mimarlarin yaptiklar
caligmalar1 degerli kilmak i¢in beslendigi bir kapsamli mekan diisiincesi ve mimarligin zaman zaman toplum
ile problemli bir baglanti kurmasina da yol agan iriinlerle sonug¢lanan mimari mekan diisiincesi seklinde
goriilebilmektedir. Mimarlik gerek aktorleri gerekse fliriinleri ile ¢ok daha katmanli mekansal etkilesim
olasiliklar1 barindirabilmekte iken, Tapie tarafindan mimarlik ve toplum iligkisi, fiziksel bir mimari mekén ve
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onun topluma etkisi seklinde makro bir genellik ve sinirlandirma ile daha kapsamli bir mekan diisiincesine
yerlestirilir.

Tapie (2018: 165-180), ayn1 zamanda bu caligmasinda halkin yasam bigiminin degistirilebilecegi veya
degistirilmesi gerektigini diisiinen 20. yiizy1l Modernistlerini olumsuz yonde elestirmektedir. Ote yandan,
bugiin i¢in, yiiklenicilerin veya pazarlama sdylemlerinin yerine bizzat mimarlarin derin ve duyusal anlamlar
yiikleyerek yapitlarini anlatmalari sayesinde toplumda da bir mimarlik algisi olusturabileceklerini dolayli
sekilde Onermektedir. Bdylelikle Tapie, tasarlanmis mekan ile kullanici algisi arasindaki kopuklugun
giderilmesinde koprii olacak bir mimari kavrayisin ingasina da isaret eder. Bu agidan, nasil ki Ritzer mimarligi
-mimarin yaraticiligina bagli yapitlara tanidigi imtiyaz ile- mimari tirtinler biitiiniine odakli bir makro-nesnel
diizeye yerlestiriyor ise, Tapie’nin de s6z konusu makro-nesnellige mimari mekanin bir katmani gibi isleyecek
biylk 6l¢ekli normlar ve degerler diizeyi olan makro-6znelligi ekledigini s6ylemek miimkiindiir.

Mimarligin baska bir alanda bu sekilde makro kavranisi, onun bir¢ok boyutu arasindan hangisi ile 6zdes olarak
ele alinabildigini de gdstermektedir. Uretim tarzi ile baglantili bir elestiride mimari iiriinlerin éne ¢ikmasinda
ve elverisli yagam alanlar1 kurup kuramamakla baglantili bir elestiride mimarlarin 6ne ¢ikmasinda goriildiigi
gibi, mimarlik bazen iirlinleri ile 6zdeslestirilen bazen de iiretenleri ile 6zdeslestirilen bir yapi olarak
kavranabilmektedir. Ayn1 zamanda, mimarligin makro bir diizey olarak kavranigi lizerine diisiindiikge, diger
yapilarin mimarliga etkisini dolambagsiz sekilde dile getirmekte de bdyle bir kavranisin yeri oldugu fark
edilebilmektedir. Ornegin, mimarlik ve politika, mimarlik ve kapitalizm, mimarlik ve neoliberalizm seklindeki
kullanimlar bu agidan makro diizeyler arasinda kurulmus baglantilar olarak diisiiniilebilir.

Ek olarak, bu yonde bir makro kavranig lizerine bir kez diisiinmeye baslandiginda, mimarligin diger diizeyler
ile iligkilenmesi ve diger diizeylerden etkilenmesi iizerine alana iliskin yorumlarda da bunu fark etmek
miimkiin olabilmektedir. Tiirkiye’de 1960’larin toplumcu sdylemlerine iliskin bir 6rnek olarak, Giirol
Giirkan’a (1968: 20) ait, basligiyla da bir konumlandirma arayisina isaret eden “Ulkemizde mimarlik nerede
duruyor” isimli yazidaki sema da toplumsal yap1 ve yaratici gii¢ etkisi ile mimarligin son durumda mimarlik
irliniinii ortaya ¢ikardig bir ¢izgisel hatt1 ve bu ¢izgisellige etkileri olan ekonomi, teknoloji gibi diger diizeyler
arasi iliskiyi sunmaktadir (Gorsel 3).

Toplumsal Yapi

[ Plan| = [Ekonomi| —> [Teknoloji| = [Mimarlik| = [Mimarlik Uriinii

Gorsel 3. Mimarhigin makro dizeyli kavranigini yansitan bir sema 6rnegi

Ote yandan, mimarlik makro bir kavranis ile ele alindiginda, bu durumun alan icindeki mikro rollere, is
birliklerine veya catismalara dayali mimarliga 6zgii ¢esitliliklerin, dinamiklerin géz ardi edilmesine veya
gozden kacan asamalar olarak tekil bir diizeyde gomiilii kalmasina neden olabilecegi de sOylenebilir.

Mekani1 daha katmanli ve cetrefilli bir tiretim olarak ele alan Lefebvre (2014), onun fiziksellik Gzerinden
ayristirilabilir bir unsur olmadigini ortaya koymaktadir. Lefebvre’in diislincesinde mekan ve toplumsal olan
seklinde ayrik, kopartilabilir bir iliski de s6z konusu degildir. Mekan1 diyalektik materyalist goriisii ile
irdelerken sistemli sireclere tabi tutmakta ve bu yonilyle onu tarihsel bir izlemde, belirli ¢izgisel sureg
asamalar1 iizerinden elestirmis goriilebilmektedir. Fakat ayni zamanda Lefebvre bu izlem ile girift, i¢ ice
geemis sekilde mekana giindelik ritmin farkl: tiretimleri olarak da yaklagsmakta ve onun siirekli anlik ¢atigmaya,
yeniden Uretime agikligini disarida birakmamaktadir, tarihsel donemler olarak makro siiregleri ve giindelik
mikro siiregleri ayristirarak degil devamli ¢akisik siirecler olarak degerlendirmenin yolunu agmaktadir.

Buna ragmen, Mekdnin Uretimi eserinde, “yetkililerin (mimarlar, sehirciler, planlamacilar) soyut mekani
kargisinda, kullanicilarin her giinkii edimlerinin mekani somut bir mekan”dir (Lefebvre, 2014: 364). Lefebvre,
imgeyi imtiyazl kilan soyut temsil yontemleri ile diinyay1 planlar diizlemine indirgeyerek bunun kapitalizm
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adina isleyisine yol agmalar1 ve yabancilagmada pay sahibi olmalar1 nedeniyle mimarlarn elestirmektedir. S6z
konusu elestiride, bu kez, insa edilmis mimari tiriinlerin degil, mimarlarin biitiinsel bir eylem ile olumsuz bir
sonug {iretmesi seklinde makro bir kabul bulundugu sdylenebilir.

Mimarligin toplumsal bir yap1 diizeyi olarak makro kavranisinin yorumlandigi 6nceki drnekler kadar bu
elestirinin de makro-mikro ikiligini asmaya dayali yaklagimlar tizerinden yorumlanabilmesi miimkiindiir. Daha
once dile getirildigi gibi, makro diizeyin yap1 ile mikro diizeyin ise fail eylemleri ile Ortiistiigline dair
diisiincelerin ilerisine gegmis biitiinlestirici bakis agilari ne yapiy1 dogrudan makro ne de faili dogrudan mikro
bir diizeye ilistirmektedir. Bourdieu, aymi konumdaki faillerin biitiinlesik bir tercih dizisi ile ortak bir pratik
dogurabilecegini habitus (edinilmis yatkinliklar) kavrami vasitasiyla agiklamaktadir (Bourdieu, 2015: 22). Bu
bakis acisi, mimarligr iriiniine kosullu tutan makro diizeysel yaklagimlarin yaninda mimarligin mesleki
orgiitliiliigliniin de makro bir fail gibi ele alinisin1 kavramaya 151k tutmaktadir. Mimarlik pratigi de bu sekilde,
hem bir yap1 olarak igleyen kapitalizmin hem de kapitalizmden bagimsiz kalamadan yapilasmig mimarlik
alaninin etkisinde siirdiiriilen bir makro eylem seklinde degerlendirilebilmektedir. Lefebvre’in elestirisinde
goriildiigi gibi, yalnizca mimari iriinler degil mimarlar ve mimarlik pratigi de toplumsal-mekansal elestiriye
girmekte ama bu 6rnekte oldugu gibi daha ¢ok ortak bir hedef i¢in diisiinen, iireten, tasarlayan tekil bir makro
fail/eyleyen seklinde olaganca kabul edilerek toptan elestirilebilmektedir.

Ote yandan Lefebvre’in yaklasim icin dile getirilen toplumsal-mekansal makro-mikro i¢ icelik, mimarlik
pratigini sadece kaliplasmis yapilarin etkisindeki makro bir fail olarak gérmemeyi saglayan bir potansiyeli de
barindirmaktadir. O, “mimarlarin soyut mekani1” sonucunu dogurmasi nedeniyle mimarlik pratigini bir makro
faillik olarak elestirir, fakat yine onun toplumsal-mekénsal yaklasiminda makro ile baglantili Mimarlik Pratigi
kadar mikro ile baglantili mimarlik pratikleri seklinde bir bakis acisinin 6nii de tikali degildir. Bakis acisini bu
yoénde mikro siireglere kaydirmak, mimarlik pratigini makro bir fail olmaktan ¢ikararak ¢esitlendirmeye dogru
bir a¢ilim olabilir.

Makro Kavramisin Coziinmesinde Mimarhk Pratigini Diisiinmek

Makro diizey yalnizca biiyiik 6lgekli toplumsal yapilara ve gruplara degil, benzer sekilde biitiinliiklerin
kiiltiirlerine de isaret etmektedir (Ritzer, 2011: 371). Onceki béliimde Ritzer’in yaraticilik vurgulu biiyiik
mimarliga imtiyazi da yeniden animsanarak, mimarlik biraz da kendi diislinsel-kiiltiirel ingasiyla kendisinin
makro bir diizey olarak kavranigina aracilik etmistir demek miimkiindiir. Bu durum, mimarlik pratigi ve
tasarim diisiincesi lizerine mimarlik alanindan getirilen elestiriler incelendiginde goriiniirliilk kazanmaktadir.
Tschumi (2018), mimarligin kendine odaklandiginda diistiigii kaginilmaz ¢eligkisinin hem mekanin dogasini
sorgulamak imkéansizlig1 hem de mekéansal bir praksisi denemesi oldugunu sdylemektedir. Bu diisiincesinin
arka planinda yer alan goriiglerinden biri de 20. yiizyilin erken donem iitopyaci ideallerinin ve onlarin
toplumsal hedeflerinden hicbirinin gerceklesememis olmasidir. Toplumsal gerceklik ile iitopyaci diisler
birbirinden biisbiitiin kopmus, “ekonominin smirlamalart ile her seye ¢oziim getiren teknik yanilsamasi
arasinda da mutlak bir gedik” agilmistir (Tschumi, 2018: 41). Tschumi, s6z konusu diisiincelerinin yer aldig1
Mimarlik ve Kopma eserinde mekan ve mekanin kullanimi arasindaki baglantinin gitgide kaybolusunu
vurgulamaktadir. Utopyact diisler ile toplumsal gerceklikler arasinda, halihazirda ierdigi diis ve gerceklik
kavramlan iizerinden degerlendirildiginde zaten dogal ve diislinsel bir kopus barmiyor olsa da; s6z konusu
ifadedeki “teknik yanilsama” detayi, mimarlik pratiginin siiregelisindeki diisiinsel arka plani ve bunun
toplumsal baglamda {irettigi reel ¢eliskileri birlikte yorumlamaya da araci olabilmektedir.

Ornegin Hill, modernizmin bir kez kurulduktan sonra muzaffer kalmasi gerektigine dair inancin Ikinci Diinya
Savasi ile zayifladigini belirtirken bu durumun mimarliga yansimasini da bir teknik degisim ve onun mimarlik
pratigine getirdigi diisiinsel boyut iizerinden aciklamaktadir. Ikinci Diinya Savasi’nin ilkinden daha bilimsel
bir savas oldugunu ve niikleer yikimin erken modernizmin bir toplumsal doniisiim aract olarak vurguladig
teknolojik ilerlemeye olan giiveni sarstigini dile getirmektedir. Bunun sonucunda, 1940’larin ortalarindan
itibaren beliren istikrar arayisinda modernizmin daha onceki toplumsal normlar1 ve kiiltirel belleklerinin
kendisi anakronik (zamana uymaz) kalmis, sonu¢ mimarlik i¢in de “sadece erken modernizmin klasik mirasini
kabul etmek degil, [...] aym1 zamanda Modernizmin bir zamanlar reddettigi liberal hiimanist gelenegi
onaylayarak mimarligin kalbine yerlestirmek” olmustur (Hill, 2013: 25-26). Erken Modernizmde teknolojinin
mimarlik i¢in de bir arag olarak kavranigini, mimarlik-teknoloji-toplum seklindeki ii¢ makro diizeyi
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baglantilandirma ¢abas1 olarak yorumlamak hatali olmaz. Mimarlik, toplum ile toplumdan ayr1 bir yap1 olarak
etkilesir; mimarlik, teknolojiye teknolojiden ayri oldugu i¢in arag niteligi yiikleyebilir; ancak toplum, mimarlik
ve teknoloji bulusturulmalidir. Mimarin maksadi da bunlart mekéanda bir araya getirme ¢abasidir. Hill’in igaret
ettigi doniis ile bu maksadi gergeklestirmek hedefli ve yeniden hiimanist gelenege baglanmis bir mimarlik
pratigi s6z konusu edilmis olur.

Tanyeli, dijital devrime ve iiretimin bilgi rejimindeki degisiklige dek mimarlik pratiginin; altin g¢agi
Rdnesanstan baslayan, 6ngdriilebilir bigimi tasarimin en basinda belirleyerek sonuca dogru adim adim ulagan
asamali bir ilerlemeye dayanan, beynin karar verdiklerini organlarin icra etmesi seklinde beden metaforu gibi
isledigi varsayilan bir ideolojiyi barindirdigini ifade etmektedir (Tanyeli, 2017: 322-323). Hill’in mimarlig
kattig1 elestiride siirekli ilerlemeci, toplumu ileri gotiiriicii yani ile ele aldigi hiimanizmi Tanyeli de mimarlik
pratiginin siirdiiriiliisline iliskin olarak akla dayali yani ile ele almaktadir. Tschumi’den 6diing alinan “teknik
yanilsama” ve mimarligin mekana iliskin ¢eligkisi bu eksende, akla dayali tasarimi bilen 6zne olarak mimardan
topluma yol gostermeye dogru uzanan bir pratigin mekansal ¢eliskisi seklinde yorumlanabilir.

Karmasiklagan mekansal organizasyon iizerine yorumlarinda Allen da, s6z konusu celiskiyi bir ortlistiirme
cabas1 olarak gormekte ve elestirmektedir. Ona gore, 20. yiizyill erken modern mimarhiin iitopyaci
programlarinda, yap1 elemanlart kararlarini “liberal demokrasinin kurumlarini seffaf govdeler haline getirme”
ile Ortiistiiren kompozisyonel dinamiklestirme ¢abalar1 gézlenmektedir (Allen, 2010: 129-130). Ancak bu,
klasik anlayistaki kompozisyon parcalarini diizenlemek ve baglanti kurmak gelenegine yine mimarlarin kendi
diistincelerindeki yeni birlesim, baglant1 kurallar1 getirmeleri ile sinirli kalmistir. Allen, Foucault’ya yaptigi
gonderme ile bunun zittinin, sinirlayici mimarliklarin -yani Foucault’nun dile getirdigi gibi liberal hiimanizm
ile disiplinin bulustugu kapatilma mekanlarinin- ortaya cikabilecegini belirtmektedir. Ama organizasyon ile
davranisi, siyaset ile bi¢cimi Ortlistirmek seklinde basit ve direkt denklemler kurularak ortaya gikabilir
Ozgiirlestirici mimarliklar yoktur (Allen, 2010: 130-131). Foucault igin toplumu ¢6ziimlemede diizeysel bir
kategorilestirme s6z konusu degildir. Toplumda erkin temelleri ya da kurumsallagma iizerine sorgulamalari
metafizik buldugunu ve bunlarin temel olgular olamayacagini dile getirmekte, “sadece karsilikli iligkiler ve
niyetlerin birbirleriyle iliskilendikleri siirekli araliklar”in s6z konusu olabilecegini diisiinmektedir (Rabinow,
2012: 16). Bu yaklagimi ile Allen’1n elestirisine benzer sekilde Foucault da Le Corbusier’nin topluma yonelim
tarzini elestirmektedir. Projelerin varliginin ve nesnelerin diizenlenmesinin mimarin toplumsal iyi niyetlerinin
teminati olamayacagini vurgulamaktadir (Rabinow, 2012: 14-15). Bdyle bir yaklasim mekanin
toplumsalligini, onun reel kullanici pratigi ile tecriibe edilisine siki sikiya baglar, boylelikle aslinda mimarlik
pratiginin hi¢bir zaman mekansal iiriiniin kesin sonucunu veremeyecek olusuna da isaret eder.

S6z konusu kesin olmama durumu, pratigi, sonucu olan iiriine ulasmadaki olagan, olmasi beklendigi gibi olan
bagimli bir siire¢ olarak kavramanin Stesine gegirerek; pratige, bizatihi kendi 6zerkligi ile bir deneysellige
doniisebilen, giiciil nitelik kazanabilen bir bagimsizlik da atfetmis olur. Onun bir siirii goklu mikro iligkilerde
islemesini, pargalanabilir ve g¢esitlenebilir olmasini olumlar ve buna odaklanmayi salik verir. Mekansal
Doéniis’tin (Spatial Turn) mimarlik alaninca da yogunlasilan sosyal disiplinler arasi giindeminin yan1 sira,
sayisal c¢agm heniiz erken evreleri de mekanin artik kati kabullere, sabit ¢evrelere bagh kavraniginin
sliremeyecegini gostermeye baslamistir. Mitchell’in (2017) 6zetledigi gibi, iletisimin yere baghliktan gitgide
hizla kopabilir olusu ile mekansal organizasyon degismez ilkelere siki sikiya bagli dizilim, ardisiklik ve
hiyerarsilerden ziyade daginik, kiiresel baglantilar ile ifade kazanmaya baslamistir. Yasam alanlarimiz “artik
duvarlarla degil, aglarimizin etki alanlartyla ¢evrililer”dir (Mitchell, 2017: 225).

Endiistri sonrasi bilgi-iletisim-bilisim Orgiitlenmeleri, artitk zihne ve bedene odakli Kartezyen-hiimanist
kavrayis, iyi bina yapmak sanati seklinde eksiksiz biitiinii arayan kavrayis, mekanin i¢ine ingay1 hedefleyen
onu metaforik olarak bir kap gibi goren kavrayis gibi insan-merkezci mekansal diisiincelerin yerlesikligini
bozmaya baslamistir. Bu bozulusta, mimari tasarim pratiginin de belirgin doniisiimlerinden biri onun fiilen
stirdiiriilebilme araglarmin dijital tabanli giincellenmesi olmustur. Boylelikle, mekanin akigkanhig,
karmagiklig1 gibi s6ylemlere karsilik gelen, onu gergeklestirme kudretinde bir mimarlik pratigi alan igerisinde
tanimlanabilir olmustur. Ancak bu gelisme, Fraser’in bir ironi olarak niteledigi sekliyle bu kez; kendi kendini
iretmek, demokratik olarak dagitmak gibi sdylemleri gelismis bilgisayar destekli tasarim teknikleriyle
ortistirmek gayretini ve dolayisiyla biiyiik teknoloji 6vgull bir yeni teknokrasiyi mimarlik diisiincesine
katmistir (Fraser, 2013: 5). Allen’in {itopyact programlardaki Ortiistiirme elestirisine isaret eder sekilde

154



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

yorumlandiginda, projeyi/iiriinii sdylem ile ortiistiiren baglam yerine teknoloji vurgulu {iretme bigimini sdylem
ile Ortlistiiren baglam, Fraser i¢in avangart mitlerin estetik giidiimlii canlanmalaridir. Mimarlik ise bu tiir
canlanmalardan uzaklastiginda ve soz konusu degisim potansiyelini toplumsal olusumlarda, giindelik
pratiklerde arastirma firsatlar1 buldugu bir yone ¢evirdiginde bilinmedik ile yiizlesebilecektir (Fraser, 2013: 1-
13). Tasarim ile degisim iizerine diisiincelerinde Brown (2009: 3) da tamamen teknosentrik bir inovasyon
goriislinlin bugiin i¢in her zamankinden daha az siirdiiriilebilir oldugunu vurgulamaktadir.

Carpo’nun (2017), kisaca “yapim sekillerini degistirmekten diisiinme bi¢imini degistirmeye gecmek” seklinde
nitelendirdigi ikinci dijital doniim yorumu, s6z konusu ironinin artik geride kalmakta olusunu dile getiren
kavrayiglardandir. Dijital tasarim araglarinin mimara bagl bigimsel éngoriilii kullanimi yerine, tasarimin ve
tasarim araglarinin kendisinin bir arastirmaya yon verir oldugu pratigin miimkiin oldugunu ifade etmektedir.
Frichot bunu, “tasarimci-yaraticinin yapim maksadimin 6neminin 6zdrgiitlemeli sistemler gibi yeni bilgi-
iletisim teknolojilerine devredilisi ve bunun sonucunda bir hedef iiriin yerine beklenmedik sonlara adapte
say1siz ¢ozim liretme imkani veren, mimari igin post-kritik bir katilim bigimine dogru gergeklesen paradigma
degisimi” olarak ifade etmektedir (Frichot, 2017: 7-9). S6z konusu paradigma degisimini mimarlik pratigi
acisindan sadece bir teknik degisim olarak gormek yerine; mimar-mimarlik pratigi-mimari Grin
cizgiselligindeki liretim anlayigindan mimarligin mekansal iiretimindeki fail konumlarinin karmasiklagmasina
gecis olarak yorumlamak; yani artik mimarlik pratiginin {ireteninin bir 6zne, liretileninin ise bir nesne oldugu
seklindeki ikilik barindiran diigiinceden ¢ikis olarak yorumlamak miimkiindiir. Bu bakis a¢is1, mimarin kendi
cercevesinde bir bilen degil, kolektif zekanin etkilesim halindeki ¢oklu katilimcilarindan biri olarak toplumsal-
mekansal konumunu yeniden diisiindiirmeyi saglar.

Latour’un bilim ve teknoloji nesnelerinin sosyal uyumlu hale gelmesinden bahsedisini mimarlik i¢in bu
dogrultuda degerlendirmek miimkiindiir (Latour, 2005: 10). Ornegin onun katkida bulundugu aktdr-ag kurami
konumlarin makro/mikro, yapi/fail olmalar seklinde varsayimlara tutunmamaktadir. S6z konusu olan, dolagan
ve toplasan varliklar héalinde toplumsal siireglerdir. Faillik de yalmzca insanin failligi degildir; “actant”
kavrami, insan dis1 unsurlar i¢in de esit diizeyli yaklasimi1 benimsemektedir. Esas odaklanma ise insan ve insan
dis1 eyleyicilerde degil, onlarin siire¢sel etkinliklerini igeren agdadir ve hic¢bir unsur bir bagka unsurun
varligindan, agdaki iligkilerinden bagimsiz, kendi igsel nitelikleri ile anlagilamaz. Latour (2005), bir agin bir
toplum olmadigini vurgulamaktadir. Aglar; tiirlii araglar, kayitlar, bigimler, formiiller vasitastyla etkilesimlerin
son derece yerel, pratik, kiigiiciik yerlerde toplaniglaridir.

Latour ve Yaneva (2014); mimari tasarimin da beklenmedik bir¢ok aktoriin bir araya gelisine imkan veren
karmagsik bir kiimeyi kapsadigini belirtmektedir. Burada sdz konusu aktorler; mimarlar kadar kopiik ve
kesiciler, sayisal gorseller, bilgisayarlar gibi insan olmayanlardir da. Yazarlar, mimara mal edilmis tasarim
felsefelerini birtakim akimlar ile analiz etmek gibi mimarlik dis1 soyut kuramsal gergeveler yerine; tasarim
stireglerinin iiriiniin ortaya ¢ikisi ile tamamlandigini kabul etmeyen, her iiriinii ayr1 ayr1 “seysi dogas1” ile bir
eyleyici olarak kabul etmeye ve siirecteki reflekslerini gozlemeye devam eden somut arastirmalar1 odaga
almay1 mevzubahis etmektedirler. Bir yandan da yine tasarim siireglerinin kendi dogalarinda gdzlenebilir,
ornegin fiziksel modelin iiretildigi malzemenin davranisindaki potansiyeli yakalayabilmek gibi, mikro
detaylar1 6rnek vermektedirler.

Bu ornekler, halihazirda, tasarimin kendi siirecinde doniisebilir iligkilere, sonuglara agik bir yontem olarak
kullanildig1 tasarim yoluyla aragtirmanin amaglarina da iliskindir. S6z konusu olan, toplumsallig1 yalnizca
mimarlarin toplumsal konumlarina iliskin meseleler {izerinden ele almak veya yalnizca iiretilmis, sonuglanmig
mimari Urlnlerin topluma etkileri Uzerinden ele almak seklindeki yaklasimlar karsisinda; toplumsalligin
siirmekte olan, tamamlanmamis, sonucu O6ngoriilmemis siirecler iizerinden devamli halde islerligine isaret
edilmesidir. Latour’un (2005) dile getirdigi gibi, bir seyleri agiklama gayretindeki holist bir toplumsal kabul
politikanin yoklugu demek olacaktir; “ancak direngleri tek tek test edilebilen kiigiik baglardan olusan kuvvetler
s0z konusu olabiliyor ise belirli bir durumu degistirme sans1 vardir” (Latour, 2005: 250). Bu agidan, pratiklerin
ve onlara iligkin tiirlii eyleyenlerin cesitliligini ve bu gesitliligin kaynagi olan mikro siiregleri mimarligin
toplumsalligini diisiiniirken disarida tutmamak ve merkeze almak, meseleyi tiretenler ilizerine veya iiretilenler
iizerine seklindeki kategorilerle gormenin 6tesine gecebilmeyi saglayacak bir yol seklinde yorumlanabilir.
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SONUC VE DEGERLENDIiRME

Disiplinleraras1 bir bagda toplumbilimiyle iligkili diigiiniirlerin mimarliga dair yorumlarimi incelemek,
mimarligin farkli boyutlar1 ile 6zdes tutularak ele alinabildigini gdstermektedir. Makro/mikro, yapi/faillik
kavramlari araciligiyla bu durumun farkl kavraniglar seklinde yorumlanabilir oldugu ortaya ¢ikmaktadir.

Mimarlik, diizeylerarasi iligskilere odaklanan yaklasimlarda bir makro yapi1 olarak kavranabilmektedir. Bunun,
mimarligin toplumsal yaklagimlarda nesnel olarak kavranisi ve 6znel olarak kavramigi seklinde iki tarafi
barindirdig1 goriilebilmektedir. Mimarlik, sonug iirlinleri iizerinden bir biitiinsellik olarak ele alindiginda
nesnel; Uretenler butlinl olarak mimarlar ile 6zdeslestirildiginde ise 6znel bir alan olarak makro diizeyde
konumlandirilmaktadir. Mimarlik pratigi de makro kavraniglarda mimar-mimarlik pratigi-mimarlik triinii
seklinde ¢izgisel bir dogrultuda kabul edilmekte; daha ¢ok mimarlara veya mimarlik {iriinlerine odakliligin
arka planinda kalan, mimar 6zne ve mimari nesne arasindaki olagan bir siire¢ seklinde goriilmektedir.
Mimarlik pratiginin olagan bir siire¢ olarak goriilmesinde onun mesleki bir pratik olarak ¢ogu zaman ayni
yontemler ile surdurulmesi seklinde diisiinsel bir kabul oldugu izlenebilmektedir. Dolayisiyla, aslinda
mimarlik pratiginin yontemine iliskin Oneriler, elestiriler de yine mimarlarin niyetleri, yaptiklari,
yapabilecekleri {izerinden vurgulanmakta veya mimarin yaraticilik derecesine gidimli sekilde
oOlgiilebilmektedir. Bu agidan, sdz konusu elestiriler ve 6nerilerde mimarlik pratiginin de makro bir eylem
olarak goriilmesi, makro bir eylem olarak makro sorunlar tiretmesi seklinde bir diisiinsellik de barinmaktadir.
Ote yandan mimarlik, diizeysel bir konuma atfedilmek yerine karmasik siireglere ve failliklere 6zgii olarak da
kavranabilmektedir. Mimarligin bu yoénde yorumlanigi, mimar 6zne veya mimari nesne seklinde bir ayrigma
yerine bir siire¢ olarak mimarlik pratigini odaga almaktadir. Bu kavrayis, beraberinde mikro iliskileri 6ne
¢ikarmayi ve diisiindiirmeyi getirmektedir. Mimar 6zne ve mimarlik iirlinii arasinda kendini gdsteremeyen bir
bag olarak kalmasi yerine, mimarlik pratigi, kendisine odakli diisiiniilmeye baslandiginda; failleri ve faillik
iligkilerini genisleten siirecler seklinde ¢oziinmekte, dagilmakta ve ¢esitlenebilmektedir. Boylelikle, mimarlik
pratiklerini yalnizca iiriin lireterek mekéna katan bir eylem olarak gérmek yerine toplumsal-mekansal katilim1
¢esitlendiren kurucu siire¢ler olarak ele almak da miimkiin olmaktadir.

Bu agidan mimarlik ve toplumsallik elestirisini mimarlik ve toplum diisiincesi ile sinirlandirmak yerine
mimarligin toplumsalligina dogru genisletmek seklinde baslangigta 6ne siiriilen amacin, ayni zamanda
mimarligin mekansal bagini pratikler iizerinden kuran bir toplumsallik diisiincesi oldugunu sonda sdylemek
miimkiindiir. Mimarligin makro bir diizey olarak kavranisinda onun toplum, teknoloji, ekonomik yap1 gibi
diger diizeylere etkisi veya onlardan etkilenisi yorumlanirken; mekan, mimarligin iirettigi nesnelere ev
sahipligi yapan ve bu sekilde mimarligin diger diizeyler ile bagini kuran dolayli bir konum, bir bagla¢ olarak
tezahiir edebilmektedir. Ote yandan mimarhik pratiklerine dair tim unsurlarin birbirleri ile ve heniiz
kargilagsmadiklari, karsilasmaya agik olduklart yeni failler ile tiirlii iligkilerini barindiran bir ag diisiincesinde,
mekana atfedilen bu mesafeli ve dolayli rol s6z konusu degildir. Yeni failler ile ortaklagmaya, disiplin
smirlarini agan kompleks meselelere dair arastirma sahasini, merakini gesitlendirmeye agik bir ag, kaynagi
stirekli mikro pratikler olan bir alan ve bizzat toplumsal mekanin etkinligi olarak goriilebilir. Sonug olarak,
mimarliga makrodan mikroya dogru ¢oziinen bir kavrayis hattinda yaklasan bu ¢alisma, mimarligin evvelden
tistlendigi veya ona atfedilen biiylik ¢apli meseleler ve makro olgular karsisindaki yeterligini sorgulayan
elestirel esigin Gtesine gegerek onu yeniden yorumlayabilme imkanini getirmektedir. Alanin farkli adaptasyon
ve toplagmalara agilabilir, karisabilir coklu pratik olasiliklarini 6ne ¢ikarmaktadir. Boyle bir bakis agisi,
bugiine dek mimarligin toplumsalligini tartigmakta disarida ya da ¢eperde kalan siireclerin odaga alindigi
caligmalar1 tesvik ederek soz konusu elestiri hattin1 giindelik ve gilincel zamansal etkenler icerisinden
gozlemletmeye ve siirdiirmeye de katkida bulunabilir.
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Ozet

Gilincel mimarlik kuraminin énemli giindemlerinden biri kuram-sonrasi tartismalaridir.
Kuram-sonrasi, kuramin hayati diisey bir hiyerarsi i¢inde orgiitlemeye calistigin
vurgular. Ancak giiniimiizde mimarlik pratigi, bu yukaridan asag: yaklasimi olanaksiz
kilan, dinamik, hizli, degisken, biiyliyen ve adeta canli gibi davranan bir diinyada
gerceklesmektedir. Dolayisiyla halihazirda kuram-sonrasidir. Mimarlik  kuraminin
ozerklik, elestirellik, dnciiliik gibi vurgulari terk edilmekte, mimarligin oluslar ile birlikte
yeni kendilikler edinebilmesinin yollart tartisilmaktadir. Ancak kuram-sonrasinin ima
ettigi radikal kopus vurgusuna ragmen, canlilik, hayatin bir dizi mekanik sistem olarak
anlasildig1 kavrayiglarla, mekanizmanin Stesinde bir biitiinliigli isaret eden organizma
vurgulan ile ya da enformasyon ile iliskili bir organizasyon diislincesi ile mimarlik
kuramlarinin siklikla bagvurdugu bir argiimanlastirma bi¢imini belirtmektedir. Bu yiizden
bu c¢alisma, kuram-sonrasinin canlilik sdylemlerini nitel bir arastirma Oriintiisii iginde,
elestirel bir degerlendirmeye tabi tutmayi amaglamaktadir. Calismada, bu séylemlerin
mimarlik kuraminin geleneksel bigimleri ile kurdugu baglantilari isaret eden kartografik
bir strateji izlenmektedir. Bagka ¢abalarla gelistirilebilecek; canlilik sdylemleri ve bu
sOylemlerin iligkilendigi yonetimsel alani elestirel bir bicimde sorgulamaya acabilecek
metinsel bir harita 6ngoriilmektedir. Aragtirmanin sonucunda, kuram-sonrasinin radikal
bir kopus vurgusuna ragmen, kuramin geleneksel bigimleriyle kurdugu bir dizi siireklilik
tartismaya acilmaktadir. Bu tartigmayla; kuram-sonrasinin “canlilik” séylemlerinin,
temelde diisiinmenin (ve kuramin) sonunu ilan etmekten ziyade, kuramin hayat ile
iligkisini yeniden sorgulamaya c¢agiran bir girisim olarak anlasilabilecegi
vurgulanmaktadir.

Anahtar Kelimeler: Kuram-Sonrasi, Elestirel-Sonrasi, Organizma, Mimarlik Kuramu,
Kendilik

Abstract

One of the most important topics of recent architectural discourse is post-theory debates.
Arguments in favor of the post-theory claim that the traditional theory attempts to
organize the world from above. However, today’s architectural practice operates in a
practically alive world. Top-down hierarchies of the theory are not viable to sustain in the
present. Thus, architecture today is conceived to be in a post-theoretical state. Novel
possibilities for selfhood definitions within these becoming processes are emphasized.
However, even though the post-theory discourse implies a radical break, vitality has been
a crucial part of architectural theories. From mechanist understandings to organizational
conceptions of life, vitality is a frequently referred term in architecture. Thus, this study
follows a pattern of qualitative inquiry and attempts to provide a critical reading on post-
theory discourses on life. The study employs a cartographical strategy to trace the
discursive connections of vitality in architectural thought and charts a textual map open
to being expanded. The study concludes that post-theory operates within the boundaries
of a specific conception of vitality. From this perspective, rather than marking a death,
post-theory discourses invite theory back to the discussion to question the relationship
between theory and life.

Keywords: Post-Theory, Post-Criticality, Organism, Architectural Theory, Self
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Extended Abstract

Introduction: Culturally upheld position of theory in architecture is an ongoing matter of debate in recent architectural
discourse. The way theoretical architectures operate is being criticized, as they posit a limiting attitude toward a rapidly
changing, growing, self-organizing, emerging, and becoming world of today’s practice. While the architectural
discussions continue today, instead of trying to define the rules of behavior for the world from above, actors in the field
have to implement bottom-up strategies. Intelligence rather than knowledge is used to position itself in the increasingly
competitive, large, ever-changing networks of today's market conditions. Theoretical attitudes which constituted the
mainstream discussions of architectural media are being rejected in favor of new capacities within the networks of
capitalist production. The conceptual inquiry that theoretical architecture emphasizes, such as “autonomy”, “criticality”,
“utopianism”, “avant-garde” holds a firm belief that architecture can sustain a critical distance from alienating forces of
capitalism. However, post-theory argues that architecture today only focuses on what is practically there to transform
reality into something different. Criticisms of post-theoretical positions in architecture problematize this rejection and its
ethical implications. Thus, the debate is interpreted as a shift in the perception of architecture’s selfhood. As the critical,
autonomous, utopian and, avant-garde architecture of the past operated within a definition of architecture’s selfhood in
which conscious human architectural activity has a potential to separate itself from general forces, arguments for post-
theory attempts to re-define and dissolve this selfhood in an ontology of becoming. Thus, from the perspective of post-
theory, architecture today has no stable identity, no essence to produce this identity from, but rather is understood as
something that produces novel identities and innovates through acting in a practically alive world.

Purpose and scope: The study problematizes how post-theory conceptualizes vitality from a historical perspective. In
its scope, the study evaluates key articles of post-theory arguments and attempts to problematize how these arguments
refer to life beyond the theory’s pre-defined knowledge. The study explores how this alive, growing, becoming
conceptions of life already had strong connections with the traditional forms of architectural theory long before post-
theory employed them. From the duality between the “mechanism” and “organism” to informational conceptions of life,
an architecture that self-organizes according to vital forces provides a line of thought already present in architectural
theory. In order to conceptualize a life that is resistant to definitions of “theory from above”, arguments for the post-
theoretical, post-critical, post-vanguard positions fall back into a broad and complicated history of theorizing life. Thus,
the post-theoretical way of referring to life as a legitimizing argument into a compatible line of thought with traditional
theory, even though arguments of post-theory imply a radical break with contemporary architectural thinking. The study
aims to expand the knowledge about referring to life as a legitimizing argument in architectural theories. Within this
context, post-theoretical argumentation about life does not imply the end of theorizing or thinking but rather opens new
grounds for theoretical inquiry.

Method: The study, following a qualitative mode of inquiry, provides a critical reading of post-theoretical discourses of
life. It employs a cartographical strategy to trace the discursive connections of post-theoretical understanding of life and
vitality within traditional forms of architectural thought. By doing so, it attempts to problematize the discursive formations
of life and the operational field that these discourses govern. Without claiming to be an exhaustive historical account, this
study’s cartographical approach renders a map of discourses about life in architecture theory open to be expanded,
transformed, and reconnected with further research and differentiating interpretations.

Findings and conclusion: Post-theoretical claims in architecture refer to an organizational, information-based, and
networked conception of life. This conception of life can produce new, unstable identities by situating architectural
making/doing into complex, unpredictable environments. Thus, the traditional “theoretical architectures” are conceived
as an act of reduction that limits architecture’s potential to innovate in a rapidly changing, undefined environment. If
theory-making, generally, attempts to preserve “essential” features of architecture in an alienating environment, post-
theory arguments embody an anti-essentialist position. In the post-theoretical discourse, architecture has no essential
feature to sustain, so concepts such as criticality or autonomy become obsolete. For the post-theory, architectural practices
produce novel, emergent forms of organization in collaboration with various agents outside architecture. Architecture,
then, self-organizes its practices concerning its environment and seeks niches that can provide new means for architectural
operation. This can be interpreted as a shift in architectural thinking. However, conceiving life in such terms refers to an
ongoing crisis in theoretical inquiry. Mechanist understandings transform life into systemic relationships long before the
information-based conception of life. And 19th century attitudes that focus on the organic unity of life beyond mechanist
reduction have simultaneous counterparts in architectural thinking. This argumentation follows a similar discursive
pattern to post-theory objection to theory’s reduction of architecture; in the sense that they refer to a life that escapes
reductive formalization. In addition, the organizational sense of referring to life, i.e. informational patterns, has its roots
in the cybernetic thinking of the 1950s. Long before post-theoretical objection, the architectural theory attempts to
incorporate these ideas with the advent of network technologies. Even the actors of architectural theory that post-theory
criticized attempt to relate with this networked conception of the life in their projects, just before post-theory debates. In
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conclusion, this conception of life post-theory does not imply the end of architectural theory and thought; instead, it can
be interpreted to invite theory back to the field to think further about the relationship between life and architecture.

Keywords: Post-Theory, Post-Criticality, Organism, Architectural Theory, Self

GIRIS

Kuram, hayat ile kurdugu gerilimli iligkide cesitli doniisiimleri yakalar ve sonlar ilan eder. Erken
Aydinlanmadan beri, i¢inde yasanilan toplumun, hatali kabuller ve yargilar nedeniyle dogadaki kokenlerinden
uzaklastigina, bu yiizden toplumsal hayatin bir kendini aldatma hali olduguna inanilir. Bu tiir bir kendini
aldatmanin Gtesine gegilebilirse eger, entelektiiel, pratik ve ahlaki bir dizi kazanima erisilecegi diistiniilegelir.
Bu ylizden, hayatin siiregiden akislari iginde maskelenmis, ilk bakista goriiniir olmayan, fakat hayatin akisini,
ilerleyisini, serpilip bilylimesini koordine ettigi diisliniilen bir dizi iligki bulundugu varsayilir. Bu sakli iligkileri
kavramaya, tanimlamaya, ayristirmaya yonelik ¢abalar, Bati Kiiltlirii’nde ayricalikli bir konumda tutulmustur.
Lionel Trilling (1973: 141-142) Sincerity and Authenticity isimli ¢aligmasinda, Bati'da toplumsal kosullar
tarafindan perdelenmis, bozuma ugratilmis, gecersiz kilinmis, ortaya ¢ikarilmasi gereken bir hakikat
bulunduguna yonelik bu diisiincenin yayginlagmasini, kiiltiirel bir egilim olarak degerlendirmektedir. Trilling
(1973) hakikati a¢iga ¢ikarmaya yonelik bu entelektiiel ve ahlaki egilimin izlerini, 18. yiizy1l Fransa’sindaki
oncullerinden, 20. yiizyilin ikinci yarisinda tistlendigi genis etki alanina kadar takip etmekte ve bu maske
diisiirme egiliminin edebiyat, psikoloji, siyaset felsefesi gibi farkli alanlarda iirettigi kapsamli karsiliklar
tartismaya agmaktadir. Bu kiiltiirel egilimin mimarlik bilgi alanlan i¢inde de 18. yiizyildan itibaren etkili
olmaya basladig1 ifade edilebilir. S6z gelimi David Watkin (1977: 1-14) Morality in Architecture:
Development of a Theme in Architectural History and Theory from the Gothic Revival to the Modern
Movement isimli ¢aligmasinda bu kiiltiirel egilimin izlerini tartismaya agmaktadir. Watkin (1977: 14) mimari
bigimin mesruiyetinin striiktiir ya da ¢agin ruhu tiirii vurgular araciligiyla, sakli bir hakikatin diiriist bir bicimde
ifade edilmesinde yattigini savlayan bu ahlaki temaya dikkat ¢cekmektedir. Kita felsefesi, “hakikat” kavramina
dair kapsaml1 bir elestiri yiirlitmekte olsa da bu diiriist ifade temasi mimarlik bilgi alanlarinda halen etkisini
strdlrmektedir.

Ancak gilincel mimarlik mecralarinda giindeme gelen kuram-sonrasi tartigsmalari ile kuramin hayat iizerinde
yerlestirildigi bu ayricalikli konum genis ¢apli bir sorgulamaya tabi tutulmaktadir. Kuram, kendi mesruiyetini
teskil eden, hayatin isleyisine dair kabulleri anlama ve bu kabullerin 6tesine gegme arzusu nedeniyle, kendi
gerekliligini yadsir bir hale biiriinmektedir. Kuram-sonrasi, kuramin olgularin altinda yatan hakikati kavrama
ve ifade etme cabasina dair bir paradoksu dile getirmektedir. Temelde bu siiregiden sorgulama yalnizca
mimarlik bilgi alanin1 degil; sosyoloji, kiiltiirel ¢caligmalar, film ¢aligmalar1 gibi farkli bir dizi beseri bilim
alanini da ilgilendiren, kapsamli bir sahaya gonderme yapmaktadir. S6z gelimi Frichot (2017: 17) “Symploke”
isimli karsilagtirmali edebiyat dergisinin ¢ikardigi “Theory Trouble” isimli sayiya atifta bulunarak, Speaks ise
(2002) edebi elestiri alaninda 1980’lerde gergeklesen kuram-karsiti girisimlere referans vererek mimarlik
giindeminin bu saha ile iligkisini vurgulamaktadir. Terry Eagleton (2004) “After Theory” isimli kitabinda,
kuramin sonu tartigmalarinin bu kapsamli etki alanini, post-modernizm ile iligkilendirmekte ve kuramin
Olimiinin, kiiltiirel kuramlarin daha dnceleri pesinde olduklari sinifsal elestiri ajandasini terk etmesi ile iligkili
oldugunu savlamaktadir. Buna gore kuram sonras1 bir akademide, dogrudan giindelik hayat ile iliskili konular,
siyasi giindemlerden ayristirilarak akademik bilgi iiretimi siireclerinin pargasi haline gelmektedir.

Pek cok disiplini etkisi altina alan bu kuram-sonrasi giindem, ortak bir bigimde, tiim diinyada bas gosteren
siyasi, ekonomik, teknolojik, yonetimsel doniisiimlerin; disipliner sinirlar i¢cinde baskin halde bulunan biyik
kuramsal projelerin ve elestirel egilimlerin ¢eperlerini zorladigin1 vurgulamaktadir. Mimarlik medyasinda
mimarlik kuraminin sonuna ve sonrasina yonelen tartigmalar da, bu daha kapsamli hattin bir uzantisini
belirtmektedir. Mimarlik ortaminda da, alisilageldigi hali ile mimarlik kuraminin; kiiresellesmenin getirdigi
yeni pazar dinamikleri ya da yeni teknolojik aracilar karsisinda etki alanim yitirdigi ifade edilmektedir.
Michael Speaks (2002) Theory was interesting... Now we have work: no hope, no fear baslikli makalesiyle,
mimarliktaki kuram-sonrasi bu duruma agik bir ifade kazandirmistir. Speaks (2002) 6zellikle 1970’lerden
itibaren mimarlik ortamindaki ana-akim tartismalar1 karakterize eden ve metinde Peter Eisenman, Bernard
Tschumi gibi aktorlerin pratikleri ile 6rneklenen “Kuramsal Mimarliklara™ kars1 bir elestiri yiiriitmektedir.
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Speaks’in elestirisi, kuramin pratikle kurdugu paradoksal bir baglanti iizerinden bigimlenmektedir. Speaks’e
(2002: 209) gore kuram her zaman pratigin beklenmedik karmasiklig ile iliskilidir, ancak pratigi yukaridan
asagl bir bicimde orgiitlemeye calisan bir indirgeme iliskisini tarif ettigi anda, kuramsal olma iddiasim
kaybetmekte ve edebl elestirinin bir bi¢imine dontismektedir. Diger taraftan, pratik i¢in sonuglar barindirma
cabasini listlenirse, artik kuramsal da olamamaktadir; zira kendini pratigin iistiinde konumlandirma iddiasini
yitirmektedir (Speaks, 2002: 209). Speaks (2002: 210) bu argiimanini, 1970’lerden beri Amerika merkezli
mimarlik kuraminin, sermayenin tarihsel kosullar1 ile kurdugu baglantilara dikkat ¢ekerek desteklemektedir.
Speaks’e gore (2002: 210) kuram, ¢ok daha kapsamli sorunlarla ilgilenen kita felsefesinin Amerikan
akademilerine ithal edilmesi ve hizli bir bigcimde mimari nesne Uretim sistemlerine eklemlenmesidir ve bu
durumun 1960-1980 yillar1 arasinda, mimarhik pratigi igin gercek ve iiretken sonuglari olmustur. Ancak
giinlimiizde mimarlikta kuramim boyle bir giicii kalmamistir (Speaks, 2002: 209). Bu yiizden mimarlik,
diinyay1 soyutlayarak pratige kurallar bigen, indirgemeci bir mimarlik kuramindan siyrilmakta; diinyanin nasil
isledigine dair manifestolar yazarak harekete gecen oncii girisimlerden kurtulmaktadir. Mimarlik, artik hiz ve
inovasyon odaklidir; 6nce yapip, sonra diisiinen bir kuram-sonras1 durumun igindedir (Speaks, 2002: 212).

Speaks (2002) makalesinin alt bagliginda; Against Theory: Literary Studies in New Pragmatism isimli derleme
kitapta yurutilen kuram-karsiti tartigmalarin “kuram umudu” ve “kuram korkusu” kavramlarina atifta
bulunarak “umut yok, korku yok” yazmaktadir. Bu ifade Deleuze’iin (2001) “Denetim Toplumlar1 Konusunda
Bir Ek” isimli makalesinde de yer almaktadir. Deleuze (2001) metninde, Foucault’nun analiz ettigi kapatma
ve mekansal ayristirma iizerinden isleyen disiplin toplumlarinin yerlerini denetim toplumlarina biraktigini
tartigmaktadir. Denetim toplumlari, disiplin toplumlarinin 6zneleri gruplayan, bariyerlerle kapatan ve disipline
ederek Ozdeslestiren diyagramlarinin aksine; her bir bedene 6zgiidiir ve bedenlerin seylere erisimini anlik
olarak denetleyen bir mantik tizerine kuruludur. Bagka bir ifadesi ile mekénsal olarak ayristirarak disipline
etmeye c¢alisan 19. yiizyila ait organizasyonel mantik; yerini mikro-0lgeklerde gerceklesen, hizli ve anlik
enformasyon igleme siireglerine birakmaktadir (Deleuze, 2001).

Deleuze (2001), tecriibe edilen bu yonetimsel doniigiimiin karsisinda umuda ya da korkuya yer olmadigini
vurgulamakta, yalnizca bu durumla miicadele etmek i¢in yeni silahlar devsirilmesi gerektigini savunmaktadir.
Speaks’in (2002) makalesinde tartigmaya actigi kuram-sonrasi baglam da, tiim diinyaya yayilan bu yeni
organizasyonel mantigin, mimarlik bilgi alan1 iizerindeki etkilerini sorunsallastirmaya yonelik bir girisim
olarak yorumlanabilir. Ancak Deleuze’iin diislinceleri ile Speaks’in belirttigi kuram-sonrasi durum arasinda
kritik bir fark bulunmaktadir. Speaks (2002: 212), Deleuze diislincesinin hizi ve yeniyi iiretme konusunda
barindirdigi imkanlart teslim etmekte, ancak Deleuze’lin ticarilik kaygisin1 Avrupa kaynakli bir gelenekgilik
olarak degerlendirerek elestirmektedir. Speaks’e (2002: 212) gore Deleuze diisiincesi, tam da bu kaygi
nedeniyle, eyleme ge¢menin kapitalist akiglar icinde barindirabilecegi imkanlar1 kesfetmek konusunda yetersiz
kalmistir. Speaks (2002: 212) mimarligin eylem alaninin, 2000’li yillarin basindan itibaren “tek sabitin
degisimin kendisi oldugu” bir oluslar diinyasinda “degisim yoneticiligi” oldugunu vurgulamistir. Bu
arglimanlar goz oniinde bulundurulursa mimarlikta kuram-sonrasi tartigmalari, kararli tiirden bir kendilige
sahip, 6zerk, diinya ile iligkilerini iradi bir bigimde kuran mimarlik kavrayiglarinin sonunun ilan edilmesi
seklinde yorumlanabilir. Speaks (2002: 212) kapitalist liretimin 20. yilizy1l sonunda tecriibe ettigi
organizasyonel degisime yaslanan bir gercekeiligi vurgulamakta; s6z gelimi pazarlama danismanlariyla,
stilistlerle, reklam ajanslariyla, grafik tasarimcilarla, sirket yoneticileriyle ve benzeri pek ¢ok faille oriilii, genis
sirket aglar1 i¢inde eyleme gecen UN Studio, FOA, Field Operations gibi mimarlik ofislerinin pratigini, bu
kuram-sonrasi olanaklarin tiretken 6rnekleri olarak tartigmaya agmaktadir.

Bu argiimanlar 1g1ginda, “kuram-sonrasi” arayiginin merkezi amaglarindan birinin, mimarligin 20. yiizyilin
ikinci yarisindan bu yana kurmaya calistig1 disipliner kendiligi, bir olus ontolojisi iginde dagitmak oldugu
soylenebilir. Boylelikle bu kendiligi ortaya koyan ahlaki deger hiyerarsileriyle yollarin ayrilmasi hedeflenir.
Mimarligin kuramsal ve elestirel projeleri; kapitalist iiretim pratiklerinin, toplumun dayatmalarinin ve
gereksinimlerinin niifuz edemedigi bir 6zerkligi ya da en azindan ahlaki agidan mesru bir mesafe kurmaya
yonelik girisimleri barindirmaktadir. Pier Vittorio Aureli (2015: 41) Az Yeterlidir: Mimarlik ve Asketizm
Uzerine isimli kitabinda, bu miicadele iliskisini asketizm (cilecilik) ile iliskilendirerek tartismaya agmaktadir
ve asketizmi, iktidara hayat {izerinden bir direng olusturma pratigi olarak tanimlamaktadir. Mimarlikta kuram-
sonrasinin, Aureli’nin teshis ettigi, mimarlik kuraminda kapitalizm karsithig: ile bigcimlenen ¢ileci egilimin
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asilmasimi talep ettigi ¢ikarimi yapilabilir. Bu ¢ikarima gore kuram-sonrasi, mimarhigi farkli bigimlerde
harekete gecirme giiciine sahip tlim enerjileri ve akiglar1 olumlar. Bu agidan kuram-sonrasi, disiplinin
stiregiden kendilik tanimlarini ortadan kaldirmaya yonelen bir “kader sevgisi”ni cisimlestirir.

Kuram-sonrasinin kapitalizmin olanaklar1 i¢inde harekete gegmeyi giiclii bir bicimde olumlayan argiimanlari,
genellikle bu tavrin siyasi mesruiyeti sorgulanarak elestirilmistir. Mimarlikta kuram-sonrasi gerek Frankfurt
Okulu egilimli kiiltiir elestirilerinden, gerekse mindr siyaset olanaklarini aragtiran mimarlik kuramlarindan
yiikselen bir dizi itiraz ile karsilanmistir. S6z gelimi Martin (2017: 325) kuram-sonrasi tartigmacilarinin
Deleuze’iin siyasi projesini “taninmaz hale getirmek i¢in ¢arpittiklar”n1 (2017: 325) ifade etmektedir. Van
Toorn (2017: 292) ise kuram-sonrasi tartigmasini, geg kapitalizmin “kentteki yegane oyun” (2017: 325) haline
gelmesi olarak degerlendirmektedir. Van Toorn’a (2017: 325) gore mimarligin kapitalizmi terk etmesi
imkansiz olsa bile, kapitalizm ve mimarlik arasindaki iliski ahlaki ve toplumsal bir sorunu belirtmektedir.

Bu caligsma ise, bu siyasi mesruiyet tartismasinin 6tesine gegcmeyi ve kuram-sonrasi kavrayiglarimin, kuramin
geleneksel bigimleriyle kurdugu bir dizi ortakligi goriiniir hale getirmeyi amaglamaktadir. Kuram-sonrasi
tartigmast mimarligin bir disiplin olarak kendiliginin; mekanik tanimlara direnen, bir olus ontolojisi i¢inde
yeniden tanimlanmasina yonelik bir girisimi belirtmektedir. Kuram-sonrast pozisyonlar, mimarhigin artik
kararl bir kimlige, 6zerk bir bilgiye ya da iradi bir harekete gegme bigimine sahip olmadigini savlamaktadir.
Mimarlik artik, hayata ickin ardil bir dizi etkilesimin iginde, Onceden tanimlanmasi, tariflenmesi,
bigimlendirilmesi miimkiin olmayan bir faillik tiiriine gonderme yapmaktadir. Kuram-sonrasi, kurami,
ozciilikk, olumsuzlayicr tiirden kat1 bir ahlake¢ilik ve belirli tarihsel kosullar iginde gegerli olma gibi bir dizi
suglama i¢inde tanimlamaktadir. Ancak kuram-sonrasi kendini hdl& aydinlanma ve sonrasinda ortaya konmus,
hayatin ve canliligin isleme bigimine dair bir dizi kuramsal tema ile siireklilik i¢inde orgiitlemektedir. Bu
perspektiften degerlendirildiginde vadedilen kuram-sonrasi, gergekten mimarlik kuraminin sonunu ve
sonrasini dile getiren yeni bir arayis degil, daha ziyade 19. yiizyildan bu yana mimarlik kuramimin merkezi
bilesenlerinden birini belirten, hayat ve canlilikla iligkili kavrayiglart yeniden tartigmaya ¢agiran bir bakistir.
Calisma, kuram-sonrasinin merkezinde tuttugu, hayat ve canlilikla iligkili bu kavrayislarin mimarlik
kuraminda farkli belirme bigimlerinin takip edilebilecegi bir haritay1 serimlemektedir.

YONTEM

Calisma, kuram-sonrasi tartigmalarinin, kuramin erigimi diginda kalan bir hayata gonderme yapan sdylemlerini
sorun haline getirmeyi amaglamaktadir. Zira dinamik, etkilesimli, siire¢sel, 6n tanimlara direnen bir hayat
kavrayisi, mimarlik diisiinceleri kapsaminda siklikla basvurulan bir argiimanlastirma bi¢imini ortaya
koymaktadir. Bu ama¢ dogrultusunda, ¢alisma kapsaminda, kuram-sonrasi tartismalarinin merkezi metinleri,
nitel bir aragtirma oriintiisii i¢cinde vaka olarak ele alinmakta ve bu metinlerin hayata ve canliliga gdbnderme
yapma bicimleri elestirel bir degerlendirmeye tabi tutulmaktadir. Calismada, bu degerlendirme sonucunda
teshis edilen sdylemsel bicimlenmelerin, mimarlik kuramindaki onciilleri ile baglantilandirildigi metinsel bir
kartografi ortaya konulmaktadir. Bu kartografi ¢ercevesinde, hayatin bu tiirden kavraniglarina gonderme yapan
soylemlerin birbirileri arasinda barindirdigi baglantilara odaklanilmigtir. Bdylelikle kuram-sonrasina dair,
biitlinciil ve eksiksiz bir tarihsel perspektif ortaya konuldugu iddiasi tistlenilmeden; kuram-sonrasiin bu hayat
sOyleminin, geleneksel mimarlik kuramlari ile kurdugu karmasik ve kapsamli iligkiler goriiniir hale
getirilmektedir.

Arastirmada takip edilen stratejiyi belirten kartografi kavrami, Deleuze’in (2013: 43-63) Foucault
monografisinde Foucault’yu bir “kartograf” olarak niteledigi boliimle iliski igerisinde ele alinmaktadir.
Deleuze (2013: 47), Foucault’nun, iktidari, agkin bir bi¢cimde maddeyi disaridan bi¢cimlendiren bir kuvvet
olarak ele almak yerine sdylemsel bigimlenmeler (s6z gelimi ceza hukuku) ve sdylemsel olmayan
bigimlenmeler (hapishane ortami) ile iligkili halde, giindelik hayatta var olan bir mikro-fiziksel uygulamalar
dizisi olarak degerlendirdigini tartismaktadir. Yani bir kralin tebaasini diizenledigi, yukaridan asagi, diisey bir
hiyerarsi i¢inde kurulan bir 6rgiitlenme yerine, hayatin i¢inden (Foucault i¢in veba ya da ciizzam karsisinda
uygulanan stratejiler) beliren bir iktidar kavramsallastirilmasia gonderme yapmaktadir.
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Deleuze (2013: 57-59), Foucault’nun dilsel yapilanmalar ile ortamin diizenlenmesi arasindaki baglantiy1 kuran
bir “diyagram” teshis ettigini belirtmekte ve bu diyagrami biitlin toplumsal alan1 boydan boya kat ederken,
kendine eklemeler ve g¢ikarmalar yapan bir iliski tiirii olarak ele almaktadir. Deleuze’e (2013: 63) gore
Foucault, bu doniisiimlerin bir haritasini ortaya koymaktadir. Bu nedenle, sylemsel bi¢imlenmelerin dagilma
tarzlarini sorgulamaya yonelik elestirel kartografiler, sdylemler ve sdylemlerin denk diistiigii yonetimsel alan1
problemlestirmektedir. Braidotti, bu diisiinceye paralel bir bicimde, Elestirel Insandtesi Bilimler Icin Kuramsal
Bir Cergeve isimli metninde, elestirel diisiinmenin, “bilginin {iretimi ve dolagimu i¢inde isleyen ve buna igkin
olan iktidar iliskilerinin kartografilerini ¢izerek ¢ogalan séylemlerin hizlanma egilimini yavaslattigini” (2021:
17) ifade etmektedir. Bu tirden kartografiler, bilginin her zaman konumlu oldugunu vurgulayan bir
epistemolojiyi cisimlestirmektedir. Bu yiizden kartografik degerlendirmeler, farkli bilme ve ifade etme
bigimlerinin ortaya koyulabilecegi bolgeleri isaret etmeyi amaglayan elestirel bir pratigi tarif etmektedir.
Braidotti, kartografik yaklasimin konumluluk {izerinden bigimlenen epistemolojisini, “diinyada ve simdide
demirlenmis olmaktan dolay1, herhangi bir kartografik agiklama zorunlu olarak segici, kismi ve asla kapsamli
degildir” (2021: 18) yazarak vurgulamaktadir.

Bu c¢alisma 6zelinde de kartografi elestirel bir strateji olarak degerlendirilmektedir. Kuram-sonrasinin canlilik
sOylemleri ve bu sOylemlerin denk diistiigii, kuramsal c¢abaya ve diislinme eylemine gonderme yapan
yonetimsel alan, bir elestiriye tabi tutulmaktadir. Makalenin izleginde, 6ncelikle kuram-sonrasi tartigmalarinin,
kuram ve hayat arasindaki baglantiy1 ve bu hayat icinde eyleme ge¢me bigimlerini nasil tanimladiklari
serimlenmektedir. Bu tanimlamalarin iliskili oldugu bir dizi tarihsel paralellik ve ayrisma, tartisma konusu
haline getirilmektedir. Ardindan, kuram-sonrasi tartigmalarinin hayati kavrama bigimleri ile yakin iligkiler
kuran, hayatin birbiri ile etkilesen enformasyonel-sistemler olarak kavranmasima dair bir dizi farkli tarih-
yazimina isaret edilmektedir. Boylelikle, kuram-sonrasi tartismalarin takip edilebilecegi, siirekliliklerin ve
sureksizliklerin goriiniir hale gelebilecegi ve canlilik ve kuramsal eylem ile iliskili alternatif baglantilarin tarif
edilebilecegi elestirel bir degerlendirme hedeflenmektedir.

Kuram-Sonrasi i¢cin Bir Dizi Kartografi Girisimi

Kuram-sonrasi tartigmalarinin merkezindeki metinlerden biri, Robert Somol ve Sarah Whiting’in (2017)
Perspecta’nin “Mining Autonomy” temali 33. sayisinda yayinladiklari, “Doppler Etkisi ya da Modernizmin
Oteki Ruh Halleri Uzerine” baslikli makaledir. Makale, mimarhiktaki disiplinerlik kavrayislari i¢in alternatif
bir soykiitligli ortaya koymakta ve nihayetinde 6zerk bir mimarlik pratiginin yerine, “projektif pratikler”
kavramiyla karsiladiklart bir harekete gegme bigimini dnermektedir. Bu 6neri, yazarlarin belirme (emergence)
ve seylestirme (reification) arasinda kurduklar bir karsitlikla agiklanmaktadir:

Seylestirme (reification), niteliksel deneyimin nicelige negatif indirgenmesiyle iliskilendirilirken, belirme
(emergence) ardisik birikimin kendisinin yeni degerler iiretimiyle sonuglanabilecegini vaat eder. Dizinsel,
diyalektik ve sicak bir temsille iliskilendirilen elestirel projeye alternatif olarak bu metin projektiflik i¢in
diyagramatik, atmosferik ve serin edimle baglantili alternatif bir soykiitiigii gelistirmektedir. (Somol ve Whiting,
2017: 180)

Dolayisiyla Somol ve Whiting (2017:180) i¢in mimarlik kuraminin elestirellik ve 6zerklik girisimleri bu
karsithgin seylestirme kefesinde kalir. Projektiflik ise mimarlik disiplinindeki belirme (emergence)
olasiliklarma iligkindir. Metin “dizinden diyagrama”, “diyalektikten dopplere” ve “sicaktan serine” alt
basliklarinda bu karsitligi detaylandirmaktadir. Elestirellik kavrami metinde, K. Michael Hays’in Barselona
Pavyonu {izerine yiiriittiigli tartigma iizerinden tariflenmekte, Ozerklik ise Eisenman’in Dom-ino Evi
sorgulamasi iizerinden agiklanmaktadir. Somol ve Whiting (2017: 181), bu iki tartismanin medya teknolojik
yapisina vurgu yapar. Buna gore, Hays’in ve Eisenman’in okumalari, disiplinin kimligini fotograflar ya da
cizimler gibi medya teknolojileri ile strekli yeniden-lretilen ve bu yeniden-iiretimler araciligi ile
kuramsallastiran bir edimsellik barindirir (Somol ve Whiting, 2017: 181). Bu durum, Somol ve Whiting (2017:
181) tarafindan, hayat ve mimarlik kurami arasinda kurulacak daha dogrudan baglantilarin bir endise kaynag:
haline gelmesi olarak degerlendirilir. Somol ve Whiting, makalenin ikinci alt bashiginda, fizikteki dalga
girigimleri ile iligkili olan Doppler etkisini bir metafor olarak kullanmaktadir. Disipliner 6zerkligin mimarligin
dis kosullarini olumsuzlayarak disarida birakan tavrinin yerine, tipki ses dalgalarinin goézlemcilerin
pozisyonuna gore farkli bir bi¢imde algilandigi metaforun belirttigi gibi, bu olgularla farkli tiirden iliskiler
kuran yeni sentezlerin iiretilebilecegi bir mimarlik kavrayisi ortaya koyulmaktadir (Somol ve Whiting, 2017:
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183). Ugiincii karsitlik ise, projektif mimarliklarm disipliner 6zerklik elestirisine geri dSnmekte ve disipliner
ozerkligi Marshall McLuhan’mn medya kuramindan 6diing alinan “sicak-serin” metaforu ile tartigmaya
acmaktadir. Metafora gore, bir mecra kendi igerigini 6nceden tanimlar. Mecra, mesaji okuyucunun katilimina
olanak birakmayacak bir bi¢cimde bigimlendiriyorsa, yani ne kadar yiiksek-tanimliysa o kadar sicaktir
(McLuhan, 2003: 24). Ornegin fotograf, aktardig1 gorsel mesaji1 asiri-tanimlamasi nedeniyle yaziya gore daha
sicak bir mecray1 belirtir. Yaziy1 okuyan, metni kendi zihninde gorsellestirerek, mesaja, bir anlamda,
katilabilir. Bu nedenle, medya kuramindan 6diing alinan “sicak-serin” metaforu, mimarlik kuramimin temsil
iizerinden islemekte olan indirgemeciligini anlasilabilir kilan bir araca doniismiistiir. Bu metafora gore
Eisenman’in ve Hays’in kuramlari, kendi mesajlarini, “medya-yogun” olmalar1 nedeniyle 6nceden tanimlayip
hayatin karsisina koymaktadir. Somol ve Whiting (2017: 186), bu asiri-isinmis, yiiksek-tanimli kuramsal
mimarliklarin yerine, “serin” bir projektiflik dnermektedirler. Somol ve Whiting’in (2017: 184) metninde,
“seylestirme” ve “belirme” arasinda kurdugu medya teknolojik karsithigi, “mekanik™ ve “organik” kavramlari
ile karsilamak da miimkiin goriiniir. Bu okumay1 miimkiin kilan kavrayis metne su sekilde sirayet etmektedir:

Doppler ézerklik olarak disiplinerlik anlayisini, performans ve pratik olarak disiplinerlikle degistirir. Ilkinde
bilgi ve form ortak kurallara, ilke ve geleneklere dayahdir. Ikincisinde disiplinin sabitlenmis bir veri ya da
biitiinliik olmak yerine, Foucault nun ‘bir takim ozerk ancak bagimsiz olmayan alanlar gibi, planlanmamis ve
yonetilemeyen, canli bir organizma ya da soylemsel bir pratik’ oldugu, daha Foucault’'cu bir disiplinerlik
kavrayust gelistirilmistir. (Somol ve Whiting, 2017: 184)

Argiimanlar degerlendirildiginde, metinde 6zerkligin ve elestirelligin, hayatin tiim bilesenlerinin tek bir kanala
yogunlasarak asiri-indirgenmesi ile kurulan “mekanik” bir iliskilenme tiirii olarak anlasildigs; projektifligin ise
hayatin tim canliligl icinde “organik™ bir bi¢imde serpilen, biiyliyen “performatif” bir mimarlik yapma
bigimine gonderme yaptigi yorumu yapilabilir. Ancak mekanizma ve organizma kavramlariyla ifade
edildiginde, kuram sonrasinin merkezindeki bu sorunsallastirma bigimi, mimarlik kuramimin hi¢ de yabanci
olmadigi tarihsel bir problemin, bu sefer mimarligin disipliner sinirlari sorun edilerek tekrarlanmasi anlamina
gelmektedir. Zira “organizma” ve “mekanizma” arasinda kurulan karsitlik, Bat1 merkezli kuramlar i¢inde
o6nemli bir tartismay1 belirtmektedir. Somol ve Whiting’in tartigmasi, bu perspektiften bakildiginda, mimarlik
kuraminin siklikla bagvurulan agiklamalarindan biriyle siireklilik arz etmekte, 19. yiizyildan beri Romantizmin
etkisiyle bigimlenmis bir organizmacilikla paralellikler tagimaktadir. S6z gelimi Adams (1957: 47)
Romantizmin, bigimin kendisini “disaridan mekanik bir bigimde giydirilen bir olgu” olarak degil, igeriden
“organik bir bigimde biiyiliyen bir yapilanma” olarak kavradigin belirtmekte ve bu fikrin 19. yiizy1l boyunca
pek c¢ok sanat alanini sarstigimi ifade etmektedir. Bu karsitlik, modern mimarligin en sik tekrarlanan
dictumlarindan birini dogurmustur. S6z gelimi Louis Sullivan’in dogadaki bi¢imlerin her zaman kendi
hayatlarim ifade ettigini sdyleyen islevsel ifadeciligini ya da Frank Lloyd Wright’in organik mimarligi;
mimarligi, mimari bi¢imin yasamu diiriist bir bigimde ifade etmesi olarak kanonlastiran bu dictumla ortak bir
kokene yaslanmaktadir. Kisacasi, mimarligin hayata igkin siire¢selligi i¢inde kendi disipliner sinirlarini
orgiitlemesini talep eden “projektiflik” kavrami ile romantizmin organik biitiinligii vurgulayan kavrayislar
arasinda diisiince diizleminde paralellikler bulunmaktadir. Bu paralellik “organik™ ile “belirme” (emergence)
kavramlari arasindaki akrabalik vurgulanarak detaylandirilabilir.

“Belirme” (emergence) hayatin medya-teknolojik bir bi¢imde yeniden tanimlanmasina ait bir kavramdir ve
19. yiizy1l dirimselciliginin organizmalara ait biitiinliigii anlamak i¢in kullandigi, ruh benzeri, dogrudan
deneyim diginda olan agkinsal kavramlari, birbirleriyle etkilesime gecen sistemlerin enformasyonel akiglari
icinde ortaya ¢ikan, beklenmedik bir dizi etki olarak agiklamakta kullanilmaktadir. Bu agidan “belirme”
kavrami hayatin tiimiiniin enformasyonel etkilesimlere indirgendigi bir canlilik kavrayisina génderme
yapmaktadir. S6z gelimi, belirme kavramu ile karinca yuvalarinin karmagik diizenliligi, her bir karincanin
birbiri ile etkilesimindeki iletisimsel siirecin sonucunda ortaya ¢ikan beklenmedik bir etki olarak agiklanir. Bu
akrabalik, Somol ve Whiting’in metninin (2017) ortaya koydugu problem i¢in onemli bir tezatligi da
beraberinde getirmektedir. Mimarlikta elestirel kuramin ve 0&zerkligin medya-merkezli isleyisini
indirgemecilikle niteleyerek ortaya konulan alternatif, tiim hayatin medya teknolojik enformasyonel sistemlere
indirgendigi agiklamalara bagvurularak serimlenmektedir.

“Organizma” kavrami ve Kuram-sonrasi metinleri arasindaki paralellikler yalnizca bu metinle sinirli degildir.
S6z gelimi Speaks (2017), Tasarim Zekds: isimli, 11 Eyliil sonrast doneminin reel-politigine gondermelerle

165



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

dolu makalesinde, diinyada artik “bilginin” yerini “zek&nin” aldigimi ifade etmekte; diinyay1r onceden
tanimlay1p harekete gegen Oncii (avant-garde) bir mimarligin yerine, hélihazirda orada olan1 bagka bigimlerde
harekete gegiren, bir dizi 6ncl-sonrasi (post-vanguard) pratigi tartismaya agmaktadir. Bundan boyle, siirekli
degismekte olani, belirsiz ya da heniiz simdi belirmis olan1 hizlica kavrayabilme, dogrulugu siiphe altinda olan
“istihbarat1” ayirt edip kullanabilme becerisi, durum hakkinda énceden tanimlanmis tiirden bir bilgiye sahip
olmaktan ¢ok daha dnemlidir. Speaks soyle yazmaktadir:

Eger felsefe yirminci yiizyil onciilerinin, kuram geg yirminci yiizyil onciilerinin basat entelektiiel malzemesi ise,
zeka da yirmi birinci yiizyll onciiler-sonrasmin (post-vanguards) basat entelektiiel malzemesi haline gelmistir.
Oncii pratikler onceden belirlenmis olan fikirlere, kuram ve kavramlara dayaliyken, oncii-sonrast pratikler
herhangi bir fikir, kuram ya da kavram tarafindan onceden tahmin edilemeyen yenilikler icin firsat arayisinda
olmalariyla daha girigimcidirler. (Speaks, 2017: 195-196)

Bu agidan Speaks, bilginin yalnizca 6n tanimli bir islevi oldugunu savliyor gibi goriinmektedir. Bu noktada,
bilginin hayatin 6nceden belirlenmis bir indirgemesi olduguna ve zihne mekanik tekrarlarla aktarilmasi
gerektigine yonelik yaklagimlarin 19. yiizyildan beri siiregiden bir elestiri altinda olduguna dikkat ¢ekmek
gerekir. Soz gelimi Jacques Ranciere’in (2020) Cahil Hoca: Zihinsel Ozgiirlesme Uzerine Bes Ders isimli
kitabindaki anlatiya gdre egitmen Joseph Jacotot; bilginin dnceden tanimlandigi, bu tanimi bilen bir egitmen
tarafindan, Ogrenciye aciklama yoluyla aktardigi egitim modellerinin digina ¢ikan bir dizi deney
gerceklestirmistir. Ornegin; Hollanda’da, kendisinin Hollandaca, 6grencilerinin de Fransizca bilmiyor olmasi
nedeniyle bir dil bariyeri ile karsilasmistir (Ranciere, 2020). Bu bariyerin asilmasi i¢in 6grencilerine -kendisi
Hollandaca bilmeden- Fransizca “0gretmeye” karar vermis, onlari Fenelon’un Telemakin Maceralar
kitabinin iki dilli baskisi iizerinde, kendi baslarina ¢calismaya tesvik etmistir (Ranciere, 2020). Bu deneylerde
hocanin pozisyonu artik 6nceden tanimli bilgiyi agiklamak {izerinden kurulmamaktadir. Hoca, artik yalnizca
ogrencinin kendi bilgi isleme seriivenine, makul geri bildirimler araciligi ile dahil olmaktadir. Jacotot’un
ogrencileri canli bir dilin indirgenmis bir hali ile degil, hayatin iginde gercek bir olgu ile karsilastiklarindan;
bir dile yeni baglayanlarin ¢ekimserlikleri ile degil, daha ziyade bir yazar gibi Fransizca konusmakta, derslerde
karmasik tartigmalar yiriitmektedirler (Ranciere, 2020). Bu durum -en azindan Ranciere’nin anlatisindaki hali
ile- mekanik on-tanimlar iizerinden kurulan bir bilginin yerini, 6grencinin hayatla kendi kargilagmalar1 ile
organik bir bi¢imde biiyiittiigii bir bilginin aldig1 biciminde yorumlanabilir.

Ranciere’nin (2017) anlatisinda ortaya koyuldugu haliyle Jacotot, bu deneyi bagka pratiklerde de devam
ettirmigtir. Jacotot piyano ¢almay1 bilmemektedir, buna ragmen piyano dersleri vermistir. Resim yapmay1
bilmemektedir, lakin resim dersleri vermeyi siirdiirmiigtiir. Ancak bu dersler 6nemli bir farki ortaya
koymaktadir: &grenciler, 6grenmeyi belirli bir disipliner kodun iginde ustalasmak yerine, zihinsel bir
Ozgiirlesme stireci olarak tecrilbe etmektedirler. Bilginin kavramsallastirilmasina yonelik bu tarihsel
kirllmanin, yalnizca Jacotot’un deneyleri ile smirli kalmadigimi tartismak miimkiindiir; zira bilgi ve hayat
arasindaki iliskinin farkli tiirden kavraniglar1 bagka tarih-yazimlari iizerinden de takip edilebilir haldedir. S6z
gelimi, Friedrich Kittler (1998), Discourse/Networks: 1800/1900 isimli ¢aligmasinda, 19. yiizyilin baslarinda
Almanya’da gerceklesmis, benzer bir doniisiime dikkat ¢ekmektedir. Kittler’e (1998: 6) gore 18. yiizyilda
bilginin konumu bir digsalliklar diinyasina iligkindir. Kittler’in Alimler Cumhuriyeti (Republic of Scholars)
diyerek gonderme yaptigi, 1800’1 yillardan onceki donemde 6grenim, klasik metinlerin 6grenci tarafindan
kopyalanarak tekrar tiretilmesine ya da yiiksek sesle, yorum katilmadan tekrar edilmesine dayalidir. Yeni bilgi
Uretimi ise, yalnizca bu klasik metinlere agiklama yoluyla yapilan genislemeleri kapsamaktadir. Kittler’e gore
(1998: 6) bu dissalliklar sistemi, 1800’lerin basindan itibaren ¢oziilmeye baslamaktadir. Almanya’da Goethe,
Schelling gibi yazarlar, doganin yazar tarafindan tecriibe edilmesinde, klasik metinlerde yazanlardan daha
samimi tiirden bir hakikat yattig1 kavrayiglarini yayginlastirmiglardir. Yazinlarinda diger metinlere agiklamalar
yapan bir bilgi tlriiniin disina ¢ikmuslar; dogrudan doganin isleme bicimlerini terclime ederek uretilen,
yorumbilimsel bir bilgi tiirlinii ortaya koymuslardir.

Farkli bilgi tiirlerine yonelik yaklasimlarin, mimarliga, kuram-sonrasi tartismasindan Once niifuz ettigini
tartismak da miimkiin gériinmektedir. S6z gelimi Philip Steadman (2008: 199) mimarlikta 6nceden tanimli bir
bilgiyi ve gelenekten gelen kurallar1 reddetmeye meyilli mimari diisiince bigimlerinin gelisimine
deginmektedir. Steadman (2008: 199) 1960’larda pek ¢ok mimarlik okulunda yaygin bir bigcimde tatbik
edildigini ifade ettigi problem-¢ézmeci mimarlik kavrayiglarinin kokenlerinden birini, Hannes Meyer’in,
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geleneksel On kabulleri tasarim siirecinin diginda birakmaya odaklanan Bauhaus &gretileri {lizerinden
tartismaya agmaktadir. Steadman’a (2008: 199) gore mimarlik, enformasyonla iliskili bir alanda problem-
¢ozme odakli bir hale, Meyer’in Bauhaus déneminde gergeklestirdigi deneylerle baslamistir. Helené Frichot
(2017) da mimarlikta kuramin 6limii sdylemlerini bir kuruntu olarak niteledigi metnini, kuram-sonrasinin,
kuramsal bilgiye yonelik elestirisi tizerinden yapilandirmaktadir. Frichot’a gore (2017: 33), eger geleneksel
kuram “tepeden inme” bir bigimde mimarhiga bi¢im vermeye ¢aligsiyor ise kuramsal bilginin kendisinin de bir
0z-orgiitlenme siireci olarak diisiiniilmesi, “asagidan yukar1” bir bi¢imde kurulmasi da olasidir. Frichot (2017:
33) boylelikle, kuramin yalnizca “pasif bir izleyicilik” konumuna indirgenmesine kars1 ¢ikmakta ve kuram-
sonrasinin iistlendigi, kuramin hayatla kurabilecegi iliskinin yalnizca bir yadsima iligkisi olacagi argiimanin
elestirmektedir. Bunun yerine, kuramin “olayin tam da merkezinde” yer alabilecegini ifade etmektedir.
Kuramin bugiin hayat icinde iistlendigi faillik degismekte olsa bile, hala, hayat ile kurulan iliskide farkli
bigimlerde aragsallastirilabilecegini tartigmaktadir.

Yine de, metinde buraya kadar 19. yiizyila ait organizma diistinceleri ile kurulan bu paralelliklere ragmen
mimarlikta kuram-sonrasinin, organizmaciligin barindirdigr 6zciiliige karsit ve g¢ogulcu bir pozisyonu
iistlendigi vurgulanmalidir. Mimarhkta “kuram-sonrasi” 6zciilik karsitidir, ¢iinkii mimarhik eyleminin
onceden tanimlanabilecek kararli bir 6ze, niiveye, ilerleme ¢izgisine, tarihsel bir motora ya da kimlige sahip
olmadigini kabul ederek ise baglamaktadir. Kurami bir kimliklendirme, tanimlama ve tarif etme ¢abasi olarak
anlamaya meyilli olsa bile, bu tiirden tanimlama ¢abalarinin ancak ve ancak bir dizi toplumsal ve tarihsel kosul
ile birlikte gecerli oldugunu ifade etmektedir. Cogulcudur; zira mimarlik pratiginin farkli bi¢imleri iginde yer
alan farkl faillik tiirlerini mimarlik bilgisi i¢inde anlamli kilmaya caligmaktadir. Artik eyleme gegme halini
onceden tarif etmekte olan bir avangard mimarligin yerine, “sadece-orada-olanin” (Speaks, 1998) iliskileri ile
bu iliskileri doniigtiirmek niyetiyle ilgilenen bir mimarhig1 tartismaya agmaktadir. Mimarlarin, tek baslarina
yaratici deha olduklar1 modelden siyrilmalari, miiellifliklerini algoritmalarla paylagmalar1 kutlanmaktadir. Bu
teknolojilerin dolayiminda gittik¢e hizlanan ekonomik yapilarin iginde alisilmadik ortakliklar kuran, bu
ortakliklarda mimarligin tanimlarini tekrar ve tekrar bozulmaya ugratan mimarlik bi¢imlerinin imkanlari
tartigmaya acilmaktadir.

Aragtirmada, bu boliimde kuram-sonrasi sdylemlerin tarif ettigi hayata ve canlilik, bu canliliktan
devsirilebilecek bilginin rolii, mimarlik diisiince tarihindeki paralellikleri ile baglantilandirilmistir. Bir sonraki
boliimde, kartografinin, organizmanin tarif ettii canliligin 6zcli olmayan, liretken bir kavranisa doniigme
bicimi irdelenecektir. Organizmanin yerini organizasyonun aldigi bu canlilik tiirii, gerek mimarlik i¢i, gerek
mimarlik dig1 baz1 dnciillerle baglantilandirilacaktir. Boylelikle kuram-sonrasi sdylemlerin farkli tarihsel
baglantilar1 goriiniir hale getirilecektir.

Kuram-Sonrasimin Oluslarmim Miumkin Tarihleri

Bir onceki boliimdeki kartografi girisiminin de ipuglarinin serimlendigi gibi, mimari edimin dogaya ve
canliliga iliskin metaforlara basvurularak anlasilip, gerek¢elendirilmesi, mimari diisiince tarihinde yaygin ve
iiretken yontemlerden birini olusturur. Bu doga ve organizmaya yaslanan acgiklamalari bir ka¢ bigimde anlamak
olasidir: s6z gelimi bati mimarlik kuramininda, tiim kozmosa ait harmonik diizenleri insan bedeni {izerinden
anlama ¢abasinin, Vitruvius’un ronesans donemindeki terciimelerinde ve sonraki yiizyillarda da, etkisini su ya
da bu sekilde siirdiiren kokensel bir hattin varligi tartigilabilir. Ya da Joseph Rykewert’in (1997: 28) On Adam’s
House in Paradise: The Idea of Primitive Hut in Architectural History isimli kitabinda tartistig1 haliyle, biiyiik
ve karmasik yeni sorunlar ile karsilagildiginda, ilk “mimarligin bilingdncesi bir haline”, kdkene, baglangica,
Oze yani saf, toplumun hatali kabulleri tarafindan tarafindan bozulmamis, otantik bir bigimde durmakta olan
kendiligine bagvurulmasi ve ongdriilen kapsamli doniistimlerin gerekgesinin burada 1spatlanmaya caligilmasi
olarak da kavranabilir. Mimarligin bu dogaya doniislerinin teolojik, kiiltiirel, teknolojik, siyasi, ahlaki vb.
perspektiflerden baska tarihsel agilimlarini iiretmek miimkiin goriinmektedir. Yine de daha once ifade edildigi
gibi, kuram-sonrasinin basvurdugu canlilik; kalict bitiinliiklerden, harmonik diizenlerden, kararh
sistemlerden, ruha baghi mistik, agkinsal agiklamalardan ya da karmasik siireclerden indirgenmis,
genellenebilir mekanik sistemlerden olusmaz. Bunun aksine, planli ve iradi insan eyleminin merkeziligini
yadsimaktadir. Kuram-sonrasi degisken, beklenmedik etkilere agik, spontane, toplumsal ve kiiltiirel sistemleri
de biyolojik sistemlerle ayni ontolojik zemine yerlestiren bir ekolojinin iginde acgiklamaya caligan; 6zler ve
kokenler yerine, iiretken siireglerle ilgilenen bir tiir canlilia gonderme yapar.
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Ancak gonderme yapilan bu tiirden bir diinyanin, kuram-sonrasi argliimanlardan daha 6nce mimarlik kuramina
niifuz etmeye basladig: ifade edilebilir. Bu niifuz, farkli olgular {izerinden takip edilebilecek bir dizi tarih-
yaziminda goriiniir hale getirilebilir. Olasi tarihsel agilimlardan biri, Steadman’in (2008) doga felsefelerinden
ve biyolojinin ¢esitli versiyonlarindan devsirilen metaforlarin mimarlikta kullanilma bigimleri {izerine
yuriittiigii tartismasinda kapsamli soykiitiigiinde takip edilebilir haldedir. Steadman (2008) “organik analoji”,
“smiflandirmaci analoji”, “anatomik analoji” vb. gibi dizi kategori iizerinden canlilik ve doga kavrayislarinin
mimarlik kuraminda ve pratiginde bagvurulma bigimlerini degerlendirmektedir: “Organik analoji” basliginda,
organik kavraminin, insan bedeninin bir makine olarak anlasilmaya basladig: kartezyen goriislerden itibaren
edindigi ikircikli anlamlara gonderme yapmaktadir. Bir taraftan organizmanin biitiinliigliniin mekanist
etkilesimlere indirgendigi 19. ylizyila ait biyoloji kavrayislarinin etkileri, diger taraftan organizmanin
biitiinligiiniin yalnizca bu mekanik prensiplerle agiklanamayacagini vurgulayan romantizmin ¢esitli bigimleri
ile kurulan baglantilar, organizma analojisinin mimarlikta karmasik bir alana gonderme yapmasina sebep
olmaktadir. Steadman’a (2008: 13) gore, 20. yiizyilin ilk yarisindan gelistirilen elektronik servo-mekanizmalar
ile birlikte makineler de bir tlir organizma gibi anlagilmaya baslanmaktadir. Boylelikle mekanizma ve
organizma arasinda kurulan karsitlik, enformasyonel sistemler tabaninda agilmaktadir.

Sanford Kwinter’mn (1994) Architecture and Technologies of Life isimli makalesinde, teknolojinin
kavranmasinda 20. yiizy1l baglarinda gergeklesen bu son derece kritik degisime vurgu yaptigi sdylenebilir.
Kwinter (1994: 3), 19. yiizyil teknolojilerinin, insanin disindaki diinyanin kontrol altina alinmasina yonelik bir
ilgiyi cisimlestirdigine, 20. ylizyilin basindan itibaren ise, insan bedeni ve dogasinin kontrolii iizerine
yogunlasildigina dikkat cekmektedir. Kwinter’a gore (1994: 4) bilimin “bilme/yapma” konularindaki dikkatini
insana ve dogadaki diger organik bilesenlere kaydirmasi, belki de modern tarihin en 6nemli gelismesini
belirtmektedir. Kwinter’in anlatis1 (1994: 4), mekanik paradigmanin mimarlikta coktan dagilmaya basladigini
ifade etmekte ve “hayatin organik, termodinamik ve enformasyonel” kavraniglarinin, Peter Eisenman, Bernard
Tschumi, Rem Koolhaas gibi aktorlerin bile tasarim stratejilerinin bir par¢asina doniistiigiinii ifade etmektedir.
Kendi kendini gergeklestiren bir kehanet olarak yorumlanmaya agik olsa da, Kwinter’in makalesinden yaklagik
bes yil sonra, Eisenman’nin ofisinin, Museé de Quai Branley yarigsmasi (1999) i¢in 6nerdigi proje, hayatin bu
enformasyonel kavrayigina dair paradigma degisimini kanitlar bir bi¢cimde ifade kazanmaktadir. Eisenman
(1999) Renzo Piano’nun tasarladigt Pompidou Merkezini, mekanizmin ve endiistriyel donemin ige dogru
patlamasi (implosion) olarak okuyan Baudrillard’a gonderme yapmakta ve 6nerdikleri miize projesinde bagka
bir i¢e patlamanin pesine diistiiklerini ifade etmektedir. Marksist diyalektigin mekanik diinyasindan, biyolojik
ve enformasyonel bir Darwincilige gecis metaforuyla agiklanan proje, kentin siirekli yeni bigimler iireten
belirmeci (emergent) bir sistem halinde okumakta ve kendi bigimlerini bu genetik akisin uzantisina
yerlestirmektedir. Eisenman, bu karmasik oluslar diinyasin1 mimari bi¢imlere indirgeyerek de olsa, kuram-
sonrasinin organizasyonel canlilik tanimina, kuram-sonrasinin itirazlarindan hemen 6nce yaklagmistir.

Kwinter’in vurguladig: paradigma degisiminin, 1990’11 yillardan ve kuram-sonrasinin kurguladig1 elestirinin
nesnesini belirten, yukarida siralanan “kuramsal mimarlarin™ pratiginden ¢ok daha 6nce basladigini tartisan
tarih-yazimlarina da dikkat ¢ekilebilir. S6z gelimi Reinhold Martin (2004) The Organizational Complex isimli
kitabinda, organizmanin ve canliligin enformasyonel oriintiiler diizeyinde anlasilmaya baslamasinin mimarlik
diisiincesinde es-zamanli olarak belirmeye basladigini tartismaya agmaktadir. Martin (2004:8) bu yeni tiirden
organizma kavrayigina “organizasyonel” ismini vermekte ve bu organizasyonelligin, modern mimarliga igkin
cesitli organizmacilik kavrayislan ile barindirdigi farkliliklan tartismaya agmaktadir. Bu organizasyonel
sistemler “aglastirilmig, sistem-merkezli, geri-besleme tarafindan yonetilen tiirden” (Martin: 2004: 8) bir
organizma kavrayisim belirtir; “hareketli bir de-regllasyonla, kurumsal ihsanla (corporate benevolence),
dagmik ve hiyerarsilerden arindirilmis etkilesimsellikle” (Martin, 2004:8) iliskili bigimde anlagilmigtir.
Martin’e (2004:8) gore bu sistem-temelli organizasyon diistincesi, kendinden once gelen modernist
organizmacilikla tarihsel bir siireksizligi belirtmektedir; ancak bir devamliligin i¢inde ifade kazanmis gibi
anlagilmigtir. Martin (2004), Sibernetik kuraminin en 6nemli figiirii Norbert Weiner’in, Karl Deuitsch ve
Giorgio de Santillana ile Life dergisine yazdigi, herhangi bir niikleer saldiridan sonra kentsel sistemlerin
caligmasini garanti altina alacak 6z-6rgiitlenmeci kentlesme 6nerilerinden; Saarinen’in 1950’lerde uyguladigi
acik ofis ¢oziimlerinde belirli organizasyonel oriintiilerin kullanilmasina kadar hayatin bu yeni kavraniginin
20. ylizy1l ortalarinda mimarlik diistincesinde sahip oldugu etkiyi tematize etmektedir.
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Gorsel 1. Eisenman’in ofisinin “Museé de Quai Branley” igin dnerdigi projeye ait maket fotografi

Eger canliligin ve hayatin, sistemler tabanli tanimlarini iiretmeye yonelik girisimlere mekanizma kavrayiglari
da dahil edilirse, bu olasi tarih-yazimlarini daha da geriye gotiirmek miimkiin hale gelmektedir. S6z gelimi
Mark Wigley (2007) boyle bir ¢abayi cisimlestirerek, 2000’lerin baginda kuram sonrasi argiimanlarla
eszamanli ve iligkili bir bigimde beliren, kuram-sonrasinin hayatla iligki kurmak tartismasinda siklikla kesistigi
ag pratiklerinin tarihini ge¢ 17. yiizyila kadar gotiirmektedir. Wigley’e (2007) gore Vitruvius’un risalesinin
Ronesans’taki yorumlari, Perrault’nun yiikselttigi itirazla birlikte ¢oziilmeye baglar baglamaz, mimarligin
bilgisi dogadaki diger mekanik sistemler gibi anlagilmaya baglanmaktadir. Wigley’in (2007) tarih anlatisina
gore 17. ylizyilin sonuna kadar mimarlik bilgisinin merkezinde, iyi oranlanmig diizenler bulunmaktadir. Bu
oranlari mimarlikta, Kraliyet Akademilerinin iistlendigi merkezi rolle birlikte anlamak gerekmektedir.

Tilm evrene sirayet eden bir hakikatin bilgisini ele verdigi diisiiniilen oranlar, dogay1 bigimlendiren kozmik
bir harmoninin, bu kozmik harmoniyi kuran ve yiriten ilahi bir otoritenin ve en nihayetinde, bu ilahi otoritenin
diinya iizerindeki temsilcilerinin kozmolojik siirekliligi i¢inde anlagilmaktadir. Kisacas1 tebaadan tanriya
dogru kurulan bu diisey hiyerarsilerin ¢oziilmesine kadar, mimarlik bilgisinin merkezinde, diinyevi varligi
asan, ilahi bir otorite yer almaktadir. Ancak bu kurgu, mekanizmaci goriislerle birlikte ¢oziilmektedir. Wigley
(2007) ¢ozulmeye sebep olan bu sistemsel diistincelerin farkli tarihlerinin Perrault, Durand, Semper, Viollet-
Le-Duc gibi mimarlik kuramcilarinin analitik ¢aligmalari {izerinden yazilabilecegini vurgulamaktadir. Mari
Hvattum’un (2017) sanat kuramlarini iislup kavramini, benzer bir yirtilma ve sistemlestirme girisimi olarak
anladig1r yorumu da miimkiin goriinmektedir. Hvattum’a (2017: 2) gore 18. yiizyila kadar, tarih, yine bir
kozmolojik siireklilik iginde, kayda deger olaylar1 aktarma iglemini belirtmektedir. Hvattum’a (2017: 2) gore
Wincklemann’in iislup kavrayisi, sanati kavrayiginda da hiikiim siiren bu siirekliligin yoniinii ¢esitli
farklililasmalara ¢evirmistir. Boylelikle tarih boyunca insan eyleminin evrensel olanlar1 ve zamana-mekéana
gore degisen bilesenleri arasinda bir ayrim kurulabilir hale gelmistir. Hvattum’a (2017: 2-3) gore, tarihin bu
tiirden kavraniglart ile birlikte, adeta bir doga bilimcinin canli bir organizmaninin serpilip gelismesini
incelemesi gibi, farkli zamansal-mekansal kosullarin, yani g¢aglarin, kendini kolektif bir bicimde ifade
etmesinin biitlinciil parametreleri aragtirilmaya baglanmaktadir.

Mekanizma ve organizma arasinda kurulan karsithigin ve bu karsithgin gegirdigi doniisiimlerin, farkli bilgi
alanlarinda kapsamli agilimlari ve tarih-yazimlar1 yapilmaktadir. S6z gelimi Katherine Hayles (1999) How We
Became Post-Human isimli kitabinda kiiltiirel tarih perspektifinden, Amerika’daki enformasyon kiiltiiri,
sibernetik kuramlar1 ve Philip K. Dick’in bilim-kurgu edebiyati arasindaki karmasik baglantilar tartismaya
agmaktadir ve daha onceleri insan1 tanimlamak i¢in kullanilan organik biitiinliigiin ve iradiligin; kendini
maddilikten soyutlamig, bedeninin sinirlarini enformasyonel aglara ve sistemlere dagitmis bir insan-sonrast
hale doniisme bicimini sorgulamaktadir. Jussi Parikka (2010) karinca ve art kolonileri gibi hayvan
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davranislarinin 19. yiizyilda toplumsal diizeni agiklayan bir organizma olarak iistlendikleri metaforik rolden,
merkezi olmayan bir zeka tiirtiniin enformasyonel etkilesimlerde nasil ortaya ¢ikabileceginin deney sahasina
doniismesinin karmagik tarihine odaklanmaktadir. Parikka (2010), Speaks’in (2017) kuram-sonrasi
argiimanlarinda odaklandigi tiirden dagitik zekdlarin disiince tarihinde belirme bigimlerine gondermeler
yapan; entomoloji, etoloji ve bilgisayar bilimleri arasindaki bolgeyi kesfe ¢cikmaktadir. Medya teknolojileri,
kiiltiirel galismalar gibi alanlarda gergeklestirilen bu tarih yazimi drneklerinin sayisini artirmak miimkiindiir.

SONUC VE DEGERLENDIRME

Draismaa (2014) Bellek Metaforlari: Zihinle Iigili Fikirlerin Tarihi isimli kitabinda, dogrudan deneysel
erisimimiz altinda olmayan bellek ve zihin gibi karmagik olgularin, diisiince tarihi boyunca farkli metaforlarla
ele alindigimin altin1 ¢izmektedir. Zihin ve bellek, insanlik tarihi boyunca balmumu levhalarla, saraylar gibi
mimari nesnelerle, gramafon gibi ses kayit yiizeyleriyle, bilgisayar sistemleri ya da holograflar gibi
metaforlarla anlagilmistir. Bu agidan, hayati enformasyonel sistemlerle, kurumsal yogunlagsmalarla, yonetimsel
aglarla ve bilgi isleme siiregleri ile birlikte diisiinmek, tiirdes bir metaforik islevi yerine getirmektedir. Kuram-
sonrasina yonelik argiimanlar, hayat1 ve hayatin i¢inde gergeklesebilecek olasi mimarlik eylemlerini tematize
etmek icin yeni araglar kullanmay1 denemistir. Bu agidan kuramin sonu ve sonrasi tartismasi, mimarlik
diisiincesinin hayat ile kurdugu iligkinin sorunsallagtirilmasidir. Bu sorunsallastirma, mimarlik eylemini
dinamik bir organizasyonel pratik olarak yeniden tanimlamaya c¢abalamaktadir. Artik mimarlik, diinyay1
diistincesi ile bigimlendirmeye muktedir, merkezi bir bilince ve iradeye sahip bir insan eylemine gonderme
yapmaz. Bunun yerine, siirekli degismekte olan organizasyonel oriintiilerin i¢erisinde konumlar tutan bir faillik
tiiriine isaret eder.

Kuram-sonrasi bu sekilde kavramsallastirildiginda, yalnizca mimarlik bilgi alanin1 degil, pek ¢ok disiplinin
kuramsal giindemini 19. yiizyildan bu mesgul etmis, dnemli bir kuram problemi ile kars1 karsiya kalinmaktadir.
Arastirma, tam da bu nedenle, kuram-sonrasinin, mimarlik kuramin On-tanimlamalarinin o&tesinde,
beklenmedik etkilere ve karmasikliga acik bir mimarlik pratigini kavramsallastirirken basvurdugu sdylemleri,
tarihsel bir perspektiften sorun haline getirmistir. Buna gére mimarlik diisiincesi, ahlaki bir gergeveyi takip
ederek de olsa, doganin isleyis bicimlerini mesru bir mimarlik eyleminin yegane gerekgesi olarak degerlendirir
degerlendirmez, hayatin 6nceden insan zihni tarafindan belirlenmis smirlarinin disinda kalan bdlge ile karsi
karstya kalmistir. Bu durum g6z Onilinde bulundurulursa, hayatin karmasiklik iireten enformasyonel
etkilesimlere indirgendigi yeni bir model, tek basina kuramin sonunu dile getiremez. Bilakis, kuramsal ¢abay1
yeniden 6n plana ¢ikarir. Zira kuram-sonrasimin belirttigi hayat fikri, kuramin 19. yiizyildan bu yana ortaya
koydugu bir dizi kriz ile hazirlanmistir.

Hayatin bir dizi mekanik sistem olarak tasavvur edilmesi, bu mekanizmaci indirgemelere direnen, agkin bir
biitiinliigli savunan organizma fikrinin ortaya koyulmasi, organizmanm barindirdigi karmasikligin
enformasyon tabanli, sistemsel ve organizasyonel bi¢imlerde agiklanmasinin her biri 6nemli kuramsal
gelismelerdir ve mimarlik disiincesine es zamanli olarak sirayet etmislerdir. Sirasiyla, mimari bigimlenmeyi
bir organizma olusumu olarak anlayan 19. yiizyil diisiinceleri, sonrasinda mimari bigimleri canli tiirleri gibi
smiflandirmaya ¢alisan analojiler ve en nihayetinde tasarim siirecini dnceden sahip olunan bir dizi bilgiyi
disarida birakmay1 amagclayan bir enformasyon-igleme siireci olarak ele alan 20. yiizyil deneyleri bu
etkilesimin ~ orneklerini ortaya koymaktadir. Oyle ki, 1990°li yillarda, hayatin bu tiirden
kavramsallagtiritlmasinin mimari bi¢imlenmede agtig1 tartigmalar, kuramsal iiretimin 6nemli bir sahasini
belirtmistir. Mimarlik disiplinine ait sinirlarin, mimarlik kuramlarinin ve isleyislerinin, hayatin yeni
tanimlarin1 getiren bu modellerden beslenmesinde bir sorun goriinmez.

Mimarlikta kuram-sonrasi da, hayat ve kuram arasindaki baglantiy1 sorgulamig, mimarlik disiplininde kurami1
askiya alabilmek i¢in, dinamik ve degisken, birbiri ile etkilesim igerisinde, belirli kimliklere sahip olmadan
yeni bigimler {iretebilen bir hayat kavrayisint vurgulamistir. Ne var ki, hayatin bu tiirden bir
kavramsallagtirmasinin kendisi kuramsaldir ve bu kabuliin 19. ve 20. yilizyillarda yeniden giin ylziine
cikmasinin siyasi, kiiltiirel, teknolojik vb. bilesenler iceren karmasik bir dizi tarih-yazimi miimkiindiir. Boyle
degerlendirildiginde, kuram-sonrasinin yaslandigi sdylemler, kurami ve daha genis hali ile diisiinme edimini
disarida birakmaya dair bir ¢agriy1 gecersiz kilar. Kuram-sonrasinin yaslandigi séylemler, bu agidan kuramin
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sonunu degil, diisiinme ediminin etkilesimsel yapisin1 sorun haline getiren bir kuramecilig1 liretmek icin de
aragsallastirilabilir. Metin igerisinde deginilen tarih-yazimlari, temelde, bu tiirden bir diisiinme bigiminin
tirtinlerini tartismaya cagirmaktadir. Bu ¢alismada ortaya konulan metinsel kartografi, mimari diigiincelerin
tarihinin bu kapsamda sorunsallastirilmasi i¢in olasi bir dizi yeni konumu isaret etmektedir. Calisma, bu agidan
kuram-sonrasi tartigmalarini, mimarlik kuraminin sonunu belirten bir dizi s6ylem olarak degil, mimarlik
kurami i¢in olast yeni konumlar isaret eden, bir problem sahasi olarak yeniden iiretmistir.

Bu nedenle hayata dair bagka kavrayislar inga etmek, hayata iiretken bir bigcimde dahil olmak ve hayatin akiglar1
icinde yeni faillikler edinebilmek i¢in kuramsal ¢abayi -kuram-sonrasi sdylemlerinin tiim imalarina ragmen-
yasatmak anlamli goriinmektedir. Kuram-sonrasinin merkezi bir bicimde vurguladigi, yeni bedenler ve
kendilikler iireten etkilesimsel siiregler, diisiince tarihinin karmasik yankilarina yaslanmaktadir. Bu yankilar
mimarlik pratiginin kolektif bedenlerinde ve hafizalarinda varligini siirdiirmekte ve ifade etmektedir. Bunlar1
teshis edebilmek, sdylemlerin iirettigi yonetimsel saha ile liretken ve yaratici iligkiler kurmak, baska bir hayati
-onceden tanimli, biitlinliikli, itopyact bir proje ile olmasa da- Uretmek igin yeni bir dizi imkén
barindirmaktadir. Hayat ile iligki kurabilmek i¢in bilgiyi askiya almak gerekmez, bilginin kendisi de kapsamli
bir sorgulamanin 6nemli bir pargasi olarak kullanilabilir.
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Abstract

Around the world, employers seek graduates with collaboration, teamwork, interpersonal,
communication, and project management skills worldwide. Project-based learning (PBL)
helps foster these essential professional skills by providing learning opportunities in an
environment of mutual investigation. Collaboration is integral to PBL, but often
advantages of collaboration are not the focal point of discussion. This study focuses on
creating a collaborative learning environment by introducing a real-world project under
PBL instructional strategy to check its efficacy in developing some essential professional
skills in graphic design education. The project was introduced in 2019 in the Publication
Design course undertaken by 35 students enrolled in an undergraduate graphic design
programme in India. The study employed mixed-method research in the form of a survey
questionnaire followed by semi-structured interviews. The study results show that PBL
helps foster the skills mentioned earlier to prepare students for the 21st-century
workplace. Joint efforts by students in projects in graphic design education develop

multiple skills much needed in the current workplace scenario.
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Extended Abstract

Introduction: Employers in the twenty-first century emphasize collaboration, teamwork, interpersonal, communication,
project planning, and problem-solving skills besides core discipline skills (Donnelly & Fitzmaurice, 2005: 2; Fallows &
Steven, 2000: 75; Trilling & Fadel, 2009 as cited in Kivunja, 2014: 81). Design educators aim to prepare students for the
practice of the profession thus, it is imperative to create learning environments that give them the experience and exposure
of the professional environment. Jones (2109: 1) points out that project-based learning is an instructional strategy that
addresses the curriculum requirements through collaboration on a real-world project for a long duration. The product
development phase entails iterations and reflections resulting in an artefact presented in a public setting. The instructors
provide scaffolding support but also respect the voice of the learners. PBL promotes the development of essential skills
for the 21st-century work environment to become productive members of the globalized world (Bell, 2010: 43).
Collaboration is one of the key components of PBL, providing learning opportunities in an environment of mutual
investigation. Nonetheless, the advantages of collaboration are often not the focal point of discussion (Buckler, 2019).
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Purpose and scope: This research's objective was to assess if Collaboration under PBL fosters essential professional
skills amongst students of the undergraduate graphic design program. This research's objective was to assess the efficacy
of collaboration under PBL in fostering essential professional skills amongst students of the undergraduate graphic design
program. However, the core idea of introducing a real-world project under PBL to prepare students to meet the industry
challenges is well-aligned with allied design discipline, allowing a wider application of this study.

Method: The study employed a mixed-method approach. A perception-based survey was employed in the form of a 5-
point Likert scale, ranging from 1 as a result of strongly disagree to 5 as a result of strongly agree. The qualitative phase
in the form of semi-structured interviews followed after the quantitative data collection. This paper describes a project-
based learning environment for students registered in an undergraduate Communication Design programme in India. PBL
learning environment was created in 2019 in the course Publication Design offered in Semester V—a core course focused
on developing graphic design skills. The project required students’ collaborative engagement to deliver the end product
or the artefacts in the form of four books for the institute’s library. The project addressed core curricular requirements
allowing learners to explore and understand the fundamental concepts and principles of the discipline. A framework of
PBL was designed and implemented in a studio setting. Four groups were formed based on individual skills and abilities
to match the requisite skills for the projects, ensure heterogeneity, and create a cross-learning environment. Collaboration
in groups was critical; there was a three-tier collaboration: a) collaboration with group members, b) collaboration with
the class group, c) collaboration with the instructors. The design process for the project entailed various activities and
methods. Situation analysis from different standpoints, problem articulation, idea exploration, prototyping and testing,
feedback and improvement, and final delivery of the solution or the end product. Literature indicates that scaffolding
techniques are very effective in teaching. The group projects were divided into three phases and broken down into smaller
tasks to provide scaffolding support for a structural framework. The end-product results from the act of designing that
employs the design process. The course resulted in four books designed by students for the Institute’s library. These books
represented the solution proposed by the students that reflected the development of their knowledge. After a five-week
course duration, a survey questionnaire was administered to 35 students. The semi-structured interviews were conducted
with 14 volunteers to gain clarity regarding the results of the quantitative data. Both qualitative and quantitative phases
attempted to elicit students’ responses on the development of teamwork, communication skills, interpersonal skills, and
project management skills.

Findings and conclusion: The study results show that collaboration with peers in PBL creates an environment for
developing a repertoire of skills useful in the workplace. Thus, it is an important vehicle to develop some important skills
for future graphic designers. It is evident that participants utilised individual strengths to make a valuable contribution
and seemed satisfied with the heterogeneous skills group. Tolerance and respect are essential aspects of living in a
community. Connecting, communicating, and understanding varied viewpoints contextually to solve problems are critical
for designers. Tolerance and respect are essential character traits fostered in collaborative pursuits. It was evident that the
project of the given scale was possible due to the collaborative format of different minds working together, allowing
learners to break away from the linear thought process. However, proper monitoring of group working mechanisms needs
to be in place to ensure equal participation of each group member. Further, a proper balance is required on the part of the
instructors so that while learners utilise their strengths optimally, they also come out of their comfort zones to explore
different learning opportunities.

Keywords: Project-Based Learning (PBL), Essential Professional Skills, Collaboration, Graphic Design Education, Real-
World Project

INTRODUCTION

Twenty-first-century employers are looking for graduates who possess collaboration, teamwork, interpersonal,
communication, project planning, and problem-solving skills besides core discipline skills (Donnelly &
Fitzmaurice, 2005: 2; Fallows & Steven, 2000: 75; Trilling & Fadel, 2009 as cited in Kivunja, 2014: 81).
Design educators aim to create learning environments that prepare students for the workplace, therefore,
establishing environments to engage learners in professional practice and experience is considered important.
Jones (2019) states that the pedagogical approach that engages learners in real-world tasks to foster learning
is called project-based learning (PBL), where learners collaborate on projects that address curriculum
requirements. The learners engage for a longer duration to achieve their objectives by thoroughly examining
the problem at hand. Further, the inquiry process involves iterations and reflection stages toward developing
the artefact presented in a public setting. The project implementation process respects students’ views,
supported by scaffolding by the instructors (p. 1). PBL helps learners to foster essential skills that prepare them
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for the 21st-century workplace and supports them in becoming productive members of the globalized world
(Bell, 2010: 43). Collaboration is one of the key components of PBL that provides learning opportunities in an
environment of mutual investigation. Nonetheless, the advantages of collaboration are often not the focal point
of discussion (Buckler, 2019). In project-based learning, a real-world project refers to a project with real-world
relevance, context, and utility. Further, PBL is an acronym commonly used for both project-based learning
and problem-based learning. Both are popular educational approaches. In the current context, PBL stands for
project-based learning. In the context of this study, an artefact is the end-product-a result of the act of
designing.

This paper describes a project-based learning environment created for students registered in an undergraduate
programme in communication design at Nirma University, India. In India, communication design has become
an umbrella term encompassing graphic design, animation film design, exhibition design, film, and video
design, and user experience design. The project required students’ collaborative engagement to deliver the end
product or the artefacts in the form of four books for the institute’s library. The project addressed core
curricular requirements allowing learners to explore and understand the fundamental concepts and principles
of the discipline. This research contributes to graphic design education, especially to give teachers an exemplar
of PBL and how collaboration fosters the development of essential professional skills.

Objective

The research objective was to assess the efficacy of collaboration under PBL to foster essential professional
skills such as teamwork, communication, interpersonal skills, and goal-setting and project management skills
amongst students of the undergraduate graphic design programme.

Literature Review

Key findings of The Future of Jobs Report, 2020 indicate that skills gaps continue to be high, in-demand
employability skills across jobs will change in the next five years, and they are likely to be inclined toward
critical thinking and analysis, problem-solving, and self-management skills (p. 5). Organisation for Economic
Co-operation and Development (OECD), 2018 report emphasises social and emotional skills such as empathy,
self-efficacy and collaboration. Cognitive and meta-cognitive skills such as critical thinking, creative thinking,
learning to learn, and self-regulation in students (OECD, 2018: 5). A study by Wang (2006: 79) concluded that
besides design-oriented competencies, graphic design experts perceived soft-skills related competencies,
critical for employment by graphic design practitioners. Wang (2006: 7), in his study, specifically refers to soft
skills like teamwork, interpersonal skills, communication, leadership, creativity and problem solving. Jones
(2019: 3) stresses that PBL is an excellent medium for teaching learners essential competencies like problem-
solving, critical thinking, innovation, collaboration, and presentation-all relevant in the current economy.
Furthermore, “collaboration yields the best results for professional development” (Boss & Krauss, 2014: 7).
“The American Association of Colleges and Universities (AAC&U) considers collaborative assignments and
projects as one of the ten high-impact practices that any course or curriculum could apply” (Kuh, 2008: 10).
Race (2007: 126) expresses, the current emphasis is on key skills like oral communication, problem-solving,
self-organisation, and reflection for which working in a social setting is essential. Experience of collaboration
over projects brings forth benefits for learners through a setting and experience that simulates the workplace
resulting in profound understanding and retention of subject matter besides developing complex cognitive
activities like analysis, synthesis, and evaluation (Ellis & Hafner, 2007: 13). Despite the advantages of
collaboration, a large part of research in this area has been conducted at the primary and secondary levels of
education with limited empirical evidence to check its efficacy in higher education (Gokhale, 1995).

Course Description

Publication Design course is offered in semester V of the Communication Design undergraduate programme
at Nirma University, India. It is one core course that focuses on developing graphic design skills. The course
was based on the PBL framework focusing on collaborative projects. This course covers fundamental graphic
design principles of designing for print publications. As a prerequisite, students underwent elementary courses
in previous semesters to develop basic design skills, design concepts, and design theory, including courses in
typography, layout, printing technology, and software training for print publication.
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METHODOLOGY

The study employed a mixed-method approach. A survey questionnaire was designed and administered to 35
after a five-week course duration. The Institutional Ethical Committee, Nirma University, reviewed and
approved Project No: IEC/NU/22/ID/01. The survey items were adapted from the existing literature on the
theory of PBL. Thirty-three out of thirty-five students responded to the questionnaire; a majority (100%) of
the students were in the twenty to twenty-two-year age bracket. A perception-based survey was employed in
the form of a 5-point Likert scale, ranging from 1 as a result of strongly disagree to 5 as a result of strongly
agree. Semi-structured interviews were conducted with 14 volunteers to understand and clarify the quantitative
data results. Results of the quantitative data guided the interviews phase. Both qualitative and quantitative
phases attempted to elicit students’ responses on the development of teamwork, communication skills,
interpersonal skills, and project-management skills.

Design and Procedure
Group Formation Strategy

The class of thirty-five was divided into four groups. The amount of work in projects determined the group
sizes. Instructors’ experience with the students helped in group formation. The requisite skills for the projects
were content writing, illustration, photography, layout, typography, software skills, and knowledge of print
production. Race (2007) suggests that for some extended group tasks, it may be valuable to try an arrangement
to include at least one member with identified skills and competencies (p. 132). Members’ selection was based
on individual skills and abilities to match the requisite skills for the project, ensure heterogeneity, and create a
cross-learning environment.

Collaboration

“Collaborative learning is an umbrella term for a variety of educational approaches involving a joint
intellectual effort by students, or students and teachers together” (Smith & MacGregor, 1992: 11). The three-
tier collaboration helped to achieve the project objectives.

Collaboration with group members: This was at the heart of the project and the most important collaboration.
Group members collaborated at different project stages for intermediary tasks in the design process (Figure 1).
They collaborated during non-university hours through emails, Google documents, conference calls,
WhatsApp groups, and online meetings to stay connected, take feedback, and track progress.

Collaboration with the class: The class of 35 students together generated the written and visual content by
contributing their work on courses undertaken in earlier semesters.

Collaboration with academics: The content was checked for language, comprehension and carefully edited
by a team of academics.

| Design Brief Articulation ] ¢
3

| Concept Generation |

[ Content Development & Management ]
. ¥ .

| Prototyping |
$

[Visual Language Design ]
3

| System Design |
3

| Book Cover Design |
3

| Feedback & Improvement |
3
| Prepartion for Printing |
: :
| Artwork for Production | .~

Figure 1.. Stages of the design process for the project
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The Design Process

A design process entails various activities and methods. Situation analysis from different standpoints, problem
articulation, idea exploration, prototyping and testing, feedback and improvement, final delivery of the solution
or the end-product. The steps in the design process are iterative and not necessarily linear. Graphic design
education takes place in a studio setting where teachers engage the students in the activity of designing.
“Learning by doing” in a design studio through design exercises is at the heart of graphic design education.
“The design activity stage represents the process of designing. This has been referred to as the learning by
doing approach and is fundamental to the authentic learning environments of project-based learning” (Dorst,
2006 as cited in Ellmers, 2014: 70).

Four groups were formed Group A to Group D to design different publications. Students had freedom for
project selection, design decisions, and project planning & management. Several researchers, such as Deci &
Ryan (1987: 1034) and Lepper (1988: 304), have argued that improving motivation in academic task choice
and learner control is important. Teams contributed during all intermediate stages (Figure 1) of project
development in collaboration with their respective group members with facilitation from the instructors.

Guidance and Scaffolding

To provide scaffolding support, group projects were divided into three phases and smaller tasks for a structural
framework (Table 1). According to the Glossary of Education Reform, “scaffolding refers to a variety of
instructional techniques used to move students progressively toward stronger understanding and, ultimately,
greater independence in the learning process” (Scaffolding Definition, 2013). Literature indicates that
scaffolding techniques are very effective in teaching. Blumenfeld et al. (1991: 371) argue that teachers must
employ scaffolding by breaking down tasks, giving models, exemplars, prompting and coaching learners to
achieve the learning goals. Thus, to strengthen and revisit the fundamental concepts and skills a non-gradable
crash assignment was given as a preparation for the future project with higher complexities. Literature indicates
that show and tell method, modelling, exemplars are the cornerstone for scaffolding. The instructors showed
examples of well-designed published books for discussion and analysis. In the initial stage, for group
compatibility, students were made to research, analyse and present the work of well-known book designers.
The project was interspersed with presentations on types of paper folds, imposition plans. (Here, imposition
plan refers to a method of arrangement of pages for a book on the printer’s sheet in a way that it appears in the
correct order after the sheets are folded and trimmed), digital illustration techniques, standard paper sizes, and
weights. In each of the three project stages (Table 1) many formative feedback sessions were held for giving
clarity on tasks. The feedback sessions helped set course expectations where the highlight was an open dialogue
amongst students and instructors while respecting students’ voices and choices.

Table 1. Breaking down of tasks for scaffolding

Project Stages Breaking down of tasks for scaffolding
Stage 1 Analysis of published books

Analysis of work of known publication designers
Design brief
User understanding
Concept generation
Content collection and management
Print production planning—book size, paper choice, binding, printing method, bleed margin, software
selection
Layout planning—grids, margins, columns, gutter-space
Typographic decisions—selection of type, point size, type pairing, leading, kerning, drop letters,
indents, page numbers, text hierarchy
Colour—primary and secondary colour palettes
Image creation—illustration design, photography
Image management—scanning, image size, resolution, cropping, editing, colour mode
Visual language design
Visual system design
Book cover design

Stage 2 Prototype
Feedback
Corrections and improvement

177



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

Stage 3 Artwork development—document size, image size, file format, resolution, colour profile, crop marks,
type outline
Specification sheet
Artwork approval
Proofs
Final printing
Note: Students considered printing technicalities for taking design decisions throughout the course.
Some intermediate tasks under each stage were iterative and not necessarily in the same sequence

End Product

The end product is a result of an act of designing that employs the design process. The course resulted in four
books designed by students for Institute’s library. The books were elaborate with the number of pages ranging
from 188- 368. These books represented the solution proposed by the students that reflected the development
of their knowledge.

RESULT AND DISCUSSION

This segment presents the research findings in four sections-teamwork, interpersonal, communication, and
project management skills. Table 2 - Table 5 report the result of the questionnaire and semi-structured
interviews. Group A interview participants are referred to as Participant Al, Participant A2, Participant A3,
Participant A4 with the same coding method followed for all the groups. There is a discussion of, to what
extent collaboration over the project under PBL fostered essential professional skills amongst learners.

Section A - Teamwork
Table 2 presents the integrated result of Section A on teamwork.

Table 2. Integrated results for theme - teamwork

Statements Strongly Agree Neutral Disagree Strongly
Agree Disagree
Al. | was able to achieve much moreinagroup  51.5% 33.3% 12.1% 3.0% 0.0%

than what | would have managed alone

Participant B3: “Working in a group is helpful. If I think of doing this book on my own, | will never be able to produce this
kind of result on my own.”

A2 Good teamwork is essential for the success
of a project 57.6% 33.3% 9.1% 0.0% 0.0%

Participant B3: “There were some four hundred pages which were in the book. We wouldn’t have been able to do it if there
was no proper synchronization in the group.”

A3. All members of the group shared the team’s 15.2% 48.5% 36.3% 0.0% 0.0%
responsibilities

Participant Al: “One or two people who were not enjoying it as much so we were basically bringing out their best and
pushing them.”

A4. Each member of the group was encouraged 33.3% 45.5% 18.2% 3.0% 0.0%

to give inputs

Participant B2: “I feel like we all had different skill sets we could bring together all of that diverse skills in the book.”

A5. Mutual exploration and constructive 39.4% 48.5% 12.1% 0.0% 0.0%
feedback from group members led to better
understanding concepts

Participant C3: “We had different opinions also; it helped us in learning new things. If someone has a different opinion, we
would argue or maybe discuss with each other, we got different viewpoints to implement and make our work better.”
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Figure 2. Presentation of quantitative data for teamwork

Students were asked to respond to questions related to teamwork (A1) 84.8% agreed they could achieve much
more in a group than what they would have managed alone, and 84.8% agreed that for the success of a project,
good teamwork is essential (A2). When asked if all group members shared the team’s responsibilities, 36.3 %
gave a neutral response. However, 63.7% agreed with the statement (A3). Each group member was encouraged
to give inputs 78.8% of respondents agreed with the statement (A4). The majority of respondents -87.9%
agreed that mutual exploration and constructive feedback from group members led to a better understanding
of concepts (A5).

Findings show that students managed to work successfully in groups to achieve desired results in project work.
However, some concern is noticed regarding the equal participation of group members. In statement A3, 36.3%
of students have taken a neutral position. The response of participant Al in the interview suggests that there
may have been some students who were not as motivated as others and needed a push to work towards set
goals.

Section B - Interpersonal Skills
Table 3 presents the integrated result of Section B on interpersonal skills.
Table 3. Integrated results for theme - interpersonal skills

Statements Strongly Agree Neutral Disagree Strongly
Agree Disagree
B1.Working in the group helped me to build 39.4% 39.4% 18.2% 3.0% 0.0%

closer connections with group members

Participant A3: “Group projects help develop personal relationships with other people.”

B2. We were able to resolve differences and 36.4% 45.5% 18.2% 0.0% 0.0%
reach to decisions

Participant B2: “We resolved all of the problems within the group and I think the group dynamics were nice.”
B3. Working in a team helped me in building 33.3% 57.6% 9.1% 0.0% 0.0%
rapport with fellow students

Participant C3: “We also build a very good connection with each other.”

B4. | learnt to respect different voices in the 48.5% 51.5% 0.0% 0.0% 0.0%

group.

Participant B2: “I feel like all of us were quite respectful of the other person and understood when the point was justified so
we worked well.”
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Figure 3. Presentation of quantitative data for interpersonal skills

The student sought a response to four statements to ascertain the development of interpersonal skills. The
majority of the respondents or 78.8% agreed that working in the group helped them to build closer connections
with group members (B1). A total of 81.9% of respondents agreed that they were able to resolve differences
and make decisions (B2). Most respondents (90.9%) agreed that working in a team helped build rapport with
fellow students (B3). All respondents, 100% agreed that they learned to respect different voices in the team
(B4). The findings of this section suggest the development of interpersonal skills as an outcome of working
together. Students learned to be respectful of others’ opinions and perspectives.

Section C - Development of Communication Skills
Table 4 presents the integrated result of Section C on communication skills.

Table 4. Integrated results for theme - development of communication skills

. Strongly
Statements Strongly Agree Agree Neutral Disagree Disagree
CL1. | got opportunities to articulate my own point of
view in the group 48.5% 51.5% 0.0% 0.0% 0.0%
Participant A2: “During the discussions, everybody was vocal including me.”
C2. | was able to resolve conflicts through 36.4% 51.5% 12.1% 0.0% 0.0%

discussions and negotiations

Participant C3: “We had managed to sit together and resolve the conflicts by discussing what all problems we were facing while combing
the sections.”

C3. My group members listened well to each other’s 36.4% 51.5% 9.1% 3.0% 0.0%
ideas

Participant A2: “Even if the thing was not relevant everybody used to listen and that builds the confidence.”
C4. There was good communication amongst group 18.2% 54.5% 24.2% 3.0% 0.0%
members.

Participant C3: “We all managed to take out time and discuss everything.”

C5. | was able to communicate effectively with 36.4% 54.5% 6.1% 3.0% 0.0%
peers in my team

Participant C2: “We brought the idea to the table and then that idea was discussed. So, it was almost like we are presenting every time our
ideas.”
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Figure 4. Presentation of quantitative data for communication skills

All (100%) respondents agreed they got opportunities to articulate their point of view in the group (C1). Most
respondents, 87.9% agreed that they were able to resolve conflicts through discussions and negotiations (C2).
The majority of the respondents, 87.9% agreed that their group members listened well to each other’s ideas
(C3). The majority of the respondents, 72.7% agreed that there was good communication amongst group
members (C4). Findings show that 90.9% agreed that they could communicate effectively with peers in the
team (C5).

Collaborative learning kept learners actively engaged and presented opportunities to discuss, articulate, defend
ideas, exchange viewpoints, and broaden thought horizons. They developed the patience to listen and respect
others’ perspectives during the design process. In Statement C4, 24.2% of respondents took a neutral position
when asked if there was good communication amongst team members. There is a little communication gap
evident here. Close monitoring of the group activities and intervention of the instructors at the right time can
help tackle communication gaps.

Section D — Goal-setting and Project Management Skills

Table 5 presents the integrated result of Section D on Project Management Skills.

Table 5. Integrated results for theme — goal-setting and project management skills

Statements Strongly Agree Neutral Disagree St_rongly
Agree Disagree
D1. We were able to plan and manage our work well 24.2% 51.5% 18.2% 6.1% 0.0%

Participant A1:“We used to literally list down everything we had to do in a day and then we had our stations so we used to go to our stations and
work.”

D2. We managed to finish all our tasks to meet project 21.2% 51.5% 24.2% 3.0% 0.0%
deadlines

Participant D1: “Goal-setting was done throughout the course but there were certain goals that we could not achieve on time like we had planned.
So for those we put in some extra hours and some extra days.”

D3. Goal-setting helped me to learn to manage my time. 27.3% 54.5% 12.1% 6.1% 0.0%

Participant C3: “For the first half | had to do illustrations and Smith would do the layout, and in the second half | would work on the layouts and
Smith would work on the illustrations. This is how we managed our time.”

D4. 1 was able to overcome hurdles and difficulties to 24.2% 72.7% 3.0% 0.0% 0.0%
reach the final goal of book design

Participant D2: “We were setting up daily goals but some days there were technical issues with software and there were conceptual issues and
general issues but by the end, everything was done nicely.”

D5. The project increased my understanding of how to 36.4% 51.5% 9.1% 3.0% 0.0%
plan, manage my time

Participant D3: “Two of us were in editing and compiling the information so we made a Google document amongst ourselves and divided the
topics so we could both work simultaneously and proofread our own work so that it was faster.”
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Goal-setting and Project Management Skills
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Figure 5. Presentation of quantitative data for goal-setting and project management skills

Students were asked to respond to questions related to developing project management skills; 75.7% of
respondents agreed that they could plan and manage their work well (D1), and 72.7% agreed that they managed
to finish all their tasks to meet project deadlines (D2). A vast majority of participants, 81.8% agreed that goal-
setting helped them to learn to manage time (D3). Findings reflect that most of the respondents, 96.9% agreed
that they were able to overcome hurdles and difficulties to reach their final goal (D4). In addition, 87.9%
admitted that the project increased their understanding of planning and managing their time (D5).

The study results show that the participants understood the scale of the project, its complexity and the
importance of project planning and management. They filled in for others in emergencies. This indicates a
very mature and responsible behaviour on the part of learners where the focus was on the goal accomplishment
rather than getting deterred by diverging situations. Goal-setting and good project management helped achieve
desired results.

Discussion of Semi-structured Interview

The interview process led to a much deeper understanding of participants’ perceptions and helped to
understand the quantitative data. The results of the quantitative and qualitative phases support and complement
each other well and there were no contradictions found. The quotations of the interview participants discard
any doubt regarding the effectiveness of collaboration under PBL in developing essential professional skills.
The responses strongly support the development of teamwork, communication, and interpersonal skills.
Participants’ responses reflected the desired goals were reached through project planning and setting a timeline
for tasks.

CONCLUSION

Future graphic designers must enter the workspace well equipped with design skills and skills to collaborate,
communicate, plan & organize work, and resolve interpersonal conflicts. Graphic designers no longer work in
isolation. They collaborate over projects with multidisciplinary teams analysing problems from different
vantage points, applying disparate skills. Findings of the study indicate that under PBL, students are getting
equipped with essential professional skills needed in the twenty-first-century work environment. Collaboration
with peers in PBL creates an environment for developing a repertoire of skills useful in the workplace. Thus,
it is an important vehicle to develop some important skills for future graphic designers. It is evident that
participants utilised individual strengths to make a valuable contribution and seemed satisfied with the
heterogeneous skills group. Conversely, it can be argued that a proper balance is required on the part of the
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instructors so that while learners utilise their strengths optimally, they also come out of their comfort zones to
explore different learning materials adequately.

Tolerance and respect are essential aspects of living in a community. Connecting, communicating, and
understanding varied viewpoints contextually to solve problems are critical for designers. Tolerance and
respect are essential character traits fostered in collaborative pursuits. It was evident that the project of the
given scale was possible due to the collaborative format of different minds working together allowing learners
to break away from the linear thought process. It can be argued further that proper monitoring of group working
mechanisms needs to be in place to ensure equal participation of each group member. Some literature uses the
term free riding. It refers to the students who take advantage of being in a group and avoid working adequately
or contributing their part. This behaviour can be demotivating and frustrating for others who share the credit
of their hard work with some defaulters. Thus, in a group situation, the timely intervention of the instructor is
imperative for proper group management. Nonetheless, students’ responses indicated that PBL indeed fostered
the development of essential professional skills by allowing working in collaboration on authentic tasks that
offered adequate challenges that resulted in concrete outcomes.
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Abstract

This study aims to develop an objective evaluation tool to evaluate final products in
interior architecture design studios. Design studios generally apply personal evaluation
methods or those predetermined by institutions to evaluate final products. However, such
evaluations are often known to be far from being objective. In such evaluations, final
product information might lead to a different value judgement that changes from person
to person. Thus, a clear, accountable, fair, and objective evaluation tool developed
according to this purpose might enable students and course instructors to evaluate
themselves. In addition, subjective evaluations can be avoided. This study aims to
develop a rubric to ensure an objective and fair evaluation of students’ products. Thus,
the evaluation criteria used in this rubric were determined through the analysis of the data
obtained from the forms sent to the instructors working in different universities and from
the evaluation criteria used by the jury members. Under the light of these data, a new
rubric was developed for each design studio group. Different jury members in different
juries were asked to use two of these rubrics to provide some feedback about them.
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Extended Abstract

Introduction: In design studios of interior architecture education, students produce interior design projects about given
space, user, and function. The instructor or a jury member evaluates produced final projects. Evaluations can be subjective
and cannot be questionable and fair. So, this study needed to prepare an objective, fair, questionable and transparent
evaluation criteria tool. The grade is a sort of evaluation information due to the interaction and relationship between the
subject and the object. The subject uses objects when he needs them, which is meaningful because of their relationship.
The subject uses object when he needs it, so this is meaningful because of the relationship between them. At this time,
we can talk about value. Kuguradi (2016: 9) emphasizes this value characteristic: “Value is subjective and the value of an
object changes from person to person. Value of an object is something that evaluator assigns to it; when evaluator and
time of evaluation changes, the value of this object may also change”. All abstract and concrete objects might have a
value or not, depending on the evaluator. For example, there is a pencil on the table. If the pencil on the table provides
convenience for the user, that pencil is valuable for the user or evaluator. The situation is a bit different for abstract values.
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When we talk about the value of an artwork, we refer to its technique, style or other characteristic properties. Social,
political, and cultural contexts involved in the work of art and the date when it is created may lead to the subject perceiving
the work as a value and evaluating it differently. So, an objective evaluation of one particular action by more than one
person is possible only when they use a common measure or criteria.

The course instructor often uses either his or the institution’s method while evaluating. However, positive or negative
personal relationships with students affect this evaluation process. Evaluation is an important part of education. In
education, it is named measurement and evaluation. The study examines the educational process of the design studio, the
development of the final product and its evaluation, and measurement and evaluation methods used in education. Shepard
(2000: 4) sees evaluation as a teaching process that supports and improves learning. The concrete result of evaluation in
education is grade. The essence of grade in education is due to the necessity of evaluation. Therefore, the evaluation
process, i.e. grades, has the following functions in education. It informs students about how to change their behaviors;
motivates students for school work; forms a basis for the decisions about students; informs teachers about the effectiveness
of teaching; guides teachers and the counseling unit while designing their services and their contents; helps students
evaluate their development (Turgut and Baykul, 2015: 354). An accurate decision in evaluation depends on error-free and
objective measurement. Therefore, examining measurement and evaluation tools in line with teaching objectives and
deciding on the most suitable tool can be the right action to take in educational program design. Performance-based
measurement and evaluation differ from other measurement tools; it is especially difficult to evaluate music, sports or art
achievements or those involving visual components. Since technical skills, use of equipment and reflection on one’s
learning is quite important in achievement-based educational programs; it is also difficult to measure and evaluate such
skills. Alternative evaluation methods (achievement evaluation) can focus on students’ aesthetical, critical and creative
thinking skills ranging from understanding design to practicing it (Mamur, 2010: 184). The research on evaluation reveals
that using a rubric is the most objective method in evaluating final products in art education. Rubrics are classified into
two categories according to their purpose of use. Holistic rubrics evaluate achievements from a holistic perspective
without considering subcomponents. Analytical scale rubrics are more detailed than holistic ones. Each task or
responsibility is evaluated according to certain criteria. Errors and missing information cannot be ignored because they
are very detailed. Therefore, they are more objective. Based on the idea that rubrics are objective evaluation tools, this
study aims to develop a rubric to evaluate the final products of design studio courses in interior design education.

Purpose and scope: The aim of this study is to ensure that instructors make transparent, objective, fair and accountable
evaluations, encourage them to evaluate their teaching methods, give students the opportunity to evaluate their
development, to see their rank in the classroom and realize their shortcomings and mistakes, guarantee a healthy
evaluation process. Internal architecture design studios have developed an evaluation tool based on the abovementioned
aims.

Method: In accordance with this purpose, the study is designed the study was designed as qualitative research in four
stages. In the first stage, the “Final Product Evaluation Criteria Information Form for Design Studio Course (ECIF)” is
formed to receive the instructors’ opinions about the evaluation criteria of design studios in interior design education.
Secondly, it was planned to observe a design studio in interior design education and save the instructor’s evaluation
criteria. So, it was recorded as a video with a camera. In this part, the evaluation criteria were coded and analyzing with
Nvivol2. And then, the rubrics were developed according to the data gained in the first and second part of this study.
Seven jury members used the prepared rubrics were used in the final juries of five project groups at Eskisehir Technical
University. Lastly, the researchers prepared semi-structured interview questions to obtain the seven jury members’
opinions about the rubrics. The rubrics were revised according to their feedback.

Findings and conclusion: At the end of this study, the evaluation criteria for Interior Design Studio 1, 2, 3, 4, 5 and 6
and prepared rubrics with the criteria. The criteria were grouped under three headings as design (50%), implementation
(30%) and presentation (20%), and were proportioned according to the data obtained. After the jury members used the
rubric which includes these criteria, their opinions were reached by semi-structured interviews. They used the following
adjectives to describe the rubric: rational, fair, complex, objective, effective, time-saving, comprehensive, sufficient and
up-to-date.

Keywords: Design Studio, Value and Evaluation, Final Product Evaluation, Measurement and Evaluation in Education,
Rubric

INTRODUCTION

This study focuses on determining evaluation criteria to be used in the evaluation of final products of design
studio courses in interior architecture education, which mainly aims to teach the basic practical processes of
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the occupation such as design, application and organization. Therefore, design studio courses are the most
comprehensive courses combining design and application practices in one final product according to the aim
mentioned above. The name design studio comes from the place where these courses are given. Studio is
defined as “the physical environment where both design education and teaching activities and cultural and
pedagogical activities take place” (Crowther, 2013: 19). Schon defines a design studio as the heart of
educational programs since it is based on the simulation of real problems and situations and learning by doing
experiences (Schon, 1985). “Design studios are the environments where designers spend most of their time,
talk and discuss about design methods and principles the most” (Ketizmen, 2003: 32). “In many programmes,
design students take ten or more studio courses in preparation for entering their chosen profession” (Smith &
Smith, 2012: 92).

In design studio courses, students design interior space for a predetermined user within a lesson plan
framework to make it a functional, aesthetic and practical one. The final product is evaluated by the instructor
or a jury which also involves the instructor. “Summative evaluation and assessment is a summation of
achievement at the end of a process and/or the completion of a product” (Barrett, 1990: 301). Thus, students
have the chance to evaluate their own developments and their positions among other students taking the course
and realize their mistakes and shortcomings. In the end, the grade received here is a sort of evaluation
information, due to the interaction and relationship between the subject and object. Of these two concepts, the
knower is subject, and known or what needs to be known is object (Ugak, 2010: 709). The subject uses object
when he needs it, which is meaningful because their relationship. As Ulken said:

We use some of them (things, entities etc) because they are useful for us; or when we use a hill as a landmark to
find a specific destination, it is no longer ““that-entity”’, it becomes ““sign”” of a direction or movement. That is why
it gets a meaning... Thus, majority of particular and various empiric entities are classified as ‘meaningful’ and
““understood” things depending on their relationship with us. (Ulken, 2016: 20)

If known information about an object is meaningful for a subject, we can talk about its value. The presence of
a pencil on a table is known information and does not need any interpretation, i.e. this information is objective
and unbiased; however, the presence of the pen on the table is useful for me is meaningful for the subject. In
other words, the presence of the pen on the table is assigned a value for the subject and it becomes subjective
information. William Frankena explains value in two different ways: abstract and concrete. Accordingly,
abstract value is descriptive, while concrete value is “evaluated or judged to be valuable” (Kilig cited by
Frankena, 1967). Kuguradi (2016: 9) emphasizes this value characteristic: “Value is subjective and the value
of an object changes from person to person. Value of an object is something that evaluator assigns to it; when
evaluator and time of evaluation changes, the value of this object may also change”.

All abstract and concrete objects might have a value or not, depending on the evaluator. The usefulness of the
pen on a table is the value given to a concrete situation by the evaluator. The situation is a bit different for
abstract values. A work of art might be perceived as a concrete product; however, the value given to a work of
art is related to its technique, style and other abstract characteristics. Different values are due to the interaction
between the subject- i.e. the one who consumes the object - and the one that has a relationship with it. Social,
political, and cultural contexts involved in the work of art and the date when it is created may lead to the
subject perceiving the work as a value and evaluating it differently.

Kuguradi suggests that evaluation occurs in three different ways. First, the evaluator sees the value in the
object, second he ascribes a value to the evaluated object and third he assigns a value to the object (Kuguradi,
2016: 7). As for objective evaluation, Ering (2004: 141) states: “It is not possible to talk about a criticism that
is not based on criteria” and Aristoteles states: “No change is possible without equality and no equality is
possible without measurability with a common measure” (Selik, 2016: 36). An objective evaluation of one
particular action by more than one person is possible only when they use a common measure or criteria. In
addition, it is impossible to make an objective evaluation without freeing oneself from his emotions and
understanding the essence of a person/case and object and the situations it leads. Therefore, transition from
subjectivity to objectivity in any evaluation process is possible with predetermined criteria.

Evaluation is an important phase of education that displays students’ achievement. The course instructor often
uses his or the institution’s method while evaluating. However, positive or negative personal relationships with
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students affect this evaluation process. This study aims to develop an evaluation tool that will enable course
instructors or jury members to make unbiased, transparent, fair and accountable evaluations. Students question
their scores and incomplete knowledge and skills, realize their mistakes and compare themselves to others.
Accordingly, the study examines the educational process of design studio, the development of the final product
and its evaluation as well as measurement and evaluation methods used in education.

Interior Design Studio and Final Product Evaluation

Design studios provide an environment where all the phases of the design process ranging from problem
identification to the final product, are taught/learned according to learning by doing philosophy. The design
studio is the central mode of teaching art and design today. “Essentially it remains a shared place in which
students are given practical tasks and projects to solve either individually or collaboratively and where students
share their solutions or development processes with other students” (Park, 2011: 177).

The design process occurs in three phases: problem identification, finding solutions and solution analysis. The
process continues until the designer makes his final decision (Kurt, 2009: 403). Revisions might be made and
changes might be applied until this final decision. The steps of the design studio course and design process are
parallel. According to Botti-Salitsky’s (2005) interior architecture education model, any design process in a
design studio course starts with analysis, just like in all design processes, followed by planning based on
feedback, schematic drawing, design development and application project. In the design studio, students are
expected to find solutions to predetermined design problems, through which they learn about the process. In
the end, they are evaluated to determine their knowledge level.

Variety in evaluation types and tools play a significant role in helping design students evaluate themselves in
terms of their conceptual and practical knowledge. “A problem, task or project allows students to evaluate
their own learning and creates a bridge between what students have learned and how it can be used in practice”
(Park, 2011: 178). At the end, students are criticized for their final products. As for the historical development
of such final evaluations, we know that evaluations used to be made behind closed doors and students took
their projects back together with just some comments and a grade in Beaux Art while the evaluation process
was more comprehensive and organized like an educational activity in Bauhaus (Botti-Salitsky, 2005: 32, 33).
Today, the course instructor determines course objectives, outcomes, requirements and evaluation criteria for
design studio courses. Kurt defines this process as design of project evaluation. The final product is evaluated
through presentations and discussions at the end of the semester instead of assessing through assignments or
tests (Oh et al., 2013: 302). In other words, such an evaluation process is quite different from other theoretical
courses and different methods are used for evaluation purposes.

Juries and evaluation procedures replace theoretical exams in design studio courses (Martinez, 2003, as cited
in Gil, 2016) Since the structure of design studio courses is quite different from other courses, a comprehensive
and detailed evaluation is essential. “Evaluating design creativity is one of the most important issues in design
and architecture programs” (Casakin and Kreitler, 2008: 666). Design studio instructors evaluate designs
according to tools they use to represent and communicate information or according to their perspectives instead
of evaluating the quality of designs (Casakin and Kreitler, 2008: 668).

Ohetal. (2013: 307) stated that juries are formed as an activity at the end of design studio courses. According
to Cikis and Cil, one student or a group of students presents their projects in front of a jury and receive feedback
about them. Jury members are design studio course instructors or those who actively work as interior architects.
The jury evaluates the final product according to course outcomes and asks some questions to students (Cikis
and Cil, 2009: 2105). The jury is considered the most practical environment that enables students to
communicate with people working in interior architecture. Students come together with professionals and learn
about design and application relationships.

The jury assigns a final product grade to students at the end of the evaluation; however, the only aim of jury
evaluation is not to give a grade, it also aims to:

e Teach students how to evaluate their designs
e Encourage all the students to learn together
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e Teach them how to make presentations, talk effectively and observe professional talents (Oh et al.,
2013: 307).

Design-based disciplines use different evaluation processes from other disciplines, although the common aim
for all disciplines is to determine students’ knowledge level. This process is called measurement and
evaluation. According to Aktas and Alicit (2017), measurement and evaluation aim to determine students’
knowledge level before teaching, whether they have necessary knowledge and skills so that the course
instructor can determine the content to be presented, diagnose problems and mistakes in learning and provide
guidance when necessary. “Measurement, in the broadest sense, is about presenting observation results as
numbers or other quantitative symbols. Measurement can be defined as “quantification of a quality” (Turgut
and Baykul, 2015: 69). Observation can be defined as “information obtained through observations”;
measurement results as “quantitative expression of the information”; the criterion as “a norm that help reaching
a certain value judgement by commenting on measurement results”; and evaluation as “value judgement or
decision made by commenting on measurement results according to certain criteria”. This process, which starts
with measurement and ends with evaluation, is called evaluation process. Evaluation is the last but the most
important phase of teaching. Shepard (2000: 4) sees evaluation as a teaching process that supports and
improves learning. The concrete result of evaluation in education is grade. The essence of grade in education
is due to the necessity of evaluation.

Therefore, evaluation process, i.e. grades, has the following functions in education: It

Informs students about how to change their behaviors.

Motivates students for school works

Forms a basis for the decisions about students

Informs teachers about effectiveness of teaching

Guides teachers and the counselling unit while designing their services and their contents
Helps students evaluate their development (Turgut and Baykul, 2015: 354).

Griffin suggests that evaluation becomes more meaningful when it is integrated into the teaching process
(Griffin, 1991: 4). Thus, it is possible to provide effective education by implementing an accurate and effective
evaluation process.

Tekindal (cited by Ertiirk, 2017) examined evaluation under three main titles; random and regular, goal-based
and criterion-based evaluation. In random evaluation, evaluation is done without a predetermined plan and
criteria, while regular one involves a more planned and more controlled evaluation. The goal-based evaluation
aims to determine students’ current status, make them aware of their mistakes and shortcomings and improve
the process, make a final decision about the final product of the educational process or students’ developments
and provide them with necessary feedback. There are two types of criterion-based evaluation; absolute
evaluation uses a predetermined criterion called “absolute criterion’ and evaluation result of each individual is
independent from the community, class and group etc. In relative evaluation, “evaluators use a criterion
determined in advance according to measurement results, and measurement result of each individual is affected
by the class, community etc. Thus, each individual should care about other individuals’ evaluations” (Giiler,
2018: 13).

Many evaluation tools have been developed for different purposes in the abovementioned evaluation types.
These tools are portfolio evaluation, self-assessment, peer assessment, group assessment, rubrics, concept
maps, checklists and interviews. One or several of these evaluation tools might be preferred according to the
content and objectives of the education program. It is also claimed that there are three different approaches to
determining students’ knowledge level; first, students evaluate themselves through self-comparison; second
through comparison to other classmates; and third, by comparing to predetermined criteria (Mamur, 2010:
180).

An accurate decision in evaluation depends on error-free and objective measurement. Therefore, examining
measurement and evaluation tools in line with teaching objectives and deciding on the most suitable tool can
be the right action to take in educational program design. Performance-based measurement and evaluation are
different from other measurement tools; it is especially difficult to evaluate music, sports or art achievements
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or the achievements that involving visual components. Since technical skills, use of equipment and reflection
of one’s learning are quite important in achievement-based educational programs, so it is also difficult to
measure and evaluate such skills. Alternative evaluation methods (achievement evaluation) can focus on
students’ aesthetical, critical and creative thinking skills ranging from understanding design to practicing it
(Mamur, 2010: 184). The research on evaluation reveals that using a rubric is the most objective method in
evaluating final products in art education. Giler (2018: 99) stated that rubrics are important because they make
objective evaluation of subjective achievements possible.

Graded scoring keys (rubrics) consist of three sections; evaluation criteria, criteria descriptors and grading
strategy:

e Evaluation criteria are about determining the objectives regarding the product or the process to be
graded.

e Criteria descriptors define observable characteristics required in students’ products or achievements

e Grading strategy is about defining and grading different levels of achievement (Popham, 1997: 74).

Rubrics are classified into two categories according to their purpose of use. Holistic rubrics evaluate
achievements from a holistic perspective without considering subcomponents. They do not take too long to
develop and are user-friendly. Some errors and missing information can be ignored due to the lack of
subcomponents. It is more subjective compared to another rubric type. Analytical scale rubrics are more
detailed than holistic ones. Each task or responsibility is evaluated according to certain criteria. Errors and
missing information cannot be ignored because they are very detailed. Therefore, they are more objective.
Based on the idea that rubrics are objective evaluation tools, this study aims to develop a rubric to evaluate the
final products of design studio courses in interior design education.

METHOD

Aim

The aim of this study is to ensure that instructors make transparent, objective, fair and accountable evaluations,
encourage them to evaluate their own teaching methods, give students the opportunity to evaluate their own
development, to see their rank in the classroom and realize their shortcomings and mistakes, guarantee a

healthy evaluation process. Based on the abovementioned aims, internal architecture design studios have
developed an evaluation tool.

Methodology

This study was conducted in four phases according to the aims of the study by using qualitative research
methods.

1. Developing “Final Product Evaluation Criteria Information Form for Design Studio Course (ECIF)”,
receiving feedback from experts and revision process

2. Observations through video recording in Design Studio 3 course and determining evaluation criteria
used by jury members

3. Developing the rubric

4. Using the rubric in two different juries in two Design Studio courses and receiving feedback from jury
members through semi-structured interviews.

Ethics committee approval dated 31.05.2017 and numbered 58061 was obtained by Eskisehir Technical
University Ethics Committee.

Participants

The participants of the study are instructors and jury members. Instructors contributed to the study through
their responses to “Design Studio Course Final Products Evaluation Criteria Information Form”. The
participant instructors were from 10 randomly chosen among 28 well-established universities (9 state and 19
foundation universities) that have been offering at least 10 years of interior design education, have competent
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academic staff and play a leading role in interior design education. The criterion “10 years” was due to
practicability of the study. The form was sent to 80 instructors in these ten universities. A total of 14 instructors
responded to the form and the distribution of these replies for each university are as follows: Hacettepe
University (1), Anadolu University & Eskisehir Technical University (1), Cukurova University (1), Cankaya
University (1), Kocaeli University (2), Istanbul Technical University (3), Baskent University (2), Dogus
University (1), izmir Economy University (2). Jury members were invited from different institutions to
evaluate using the rubric developed for two different design studio course juries (Table 1).

Table 1. Information about the jury members

Jury member The jury he/she Work Place Title
attended
J1 Design Studio 2 Anadolu University Research assistant
J2 Design Studio 2, 6 Self-employed Interior architect
J3 Design Studio 2 Self-employed Interior architect
J4 Design Studio 2 TOBB University Assistant Professor
J5 Design Studio 6 Self-employed Interior architect
J6 Design Studio 6 Self-employed Interior architect
J7 Design Studio 6 Eskisehir Technical University Assistant Professor

Overall Procedure

The study was conducted in four phases (Figure 1). In the first phase, “Design Studio Course Final Products
Evaluation Criteria Information Form (ECIF)” was prepared. The form consists of three parts: the first part
involves questions aiming to collect demographic information about the instructors; there are questions to
obtain information about design studio courses offered in the university in the second part; and the third part
involves open-ended questions aiming to obtain the instructors’ opinions regarding final product evaluation
criteria they use. The developed form was sent to experts for feedback, and later to the participant instructors
via e-mail.

EVALUATION CRITERIA INFORMATION FORM (ECIF)

OBSERVATION

«Design Studio Course
Final Products Evaluation
Criteria Information Form» pesign studio final juries

was developed. were video recorded

DEVELOPMENT THE RUBRIC

SEMI-STRUCTED INTERVIEWS

Evaluation criteria were

Expert opinion was taken determined by L{sing the
for the form knowledge obt‘amed from  |nterviews were conducted
the form and video with jury members who

recordings use the evaluation criterias
The form was sent to

participant instructors

Figure 1. Overall procedure of the study

In the second phase, the final evaluation jury for Interior Architecture Project 3 (Design Studio 3) was observed
in the 2018-2019 Fall Semester at Eskisehir Technical University Interior Design Department. The jury was
also video recorded to avoid data loss. The video recording was later transcribed. In order to determine the
criteria used by ten jury members, the data were coded and placed under certain themes by using Nvivol2
software.

In the third phase, the rubrics were developed to evaluate the final products of design studio 1, 2, 3, 4, 5 and 6
courses according to the data obtained in the first and second phases. Later, these rubrics were given to seven
jury members in the final juries of five project groups in Eskisehir Technical University Department of Interior
Architecture and an instructor who evaluated without being a jury member. In total, 7 jury members used the
rubric.
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In the fourth phase, semi-structured interview questions were prepared to obtain participants’ opinions about
the rubric. These questions were asked during the interviews conducted with 7 jury members. The rubrics were
revised according to the feedback from the jury members and finalized accordingly.

FINDINGS
Findings related to Evaluation Process Information Form

The first part of the form collected demographic information about the instructors such as age, gender,
graduation, work of place and work experience. The second part provided information about design studio
courses. The average number of students in design studio courses is 25 (35.7%) and between 13 and 18
(28.6%). The weekly class hour is between 7 and 12 (78.6%). The content of design studio courses is
determined by the instructors (78.6%). These contents often include topic, theme, function, goal, user profile,
requirement program, location, requirements, study program, project outcomes, and evaluation criteria.
Feedback during the course is+ often provided one-on-one (71.4%). Course instructors spend for each student
11-20 minutes (42.9%) and 21-30 minutes (35.7%).

The third part gives information about the evaluation criteria. As for evaluation methods, the following ones
are preferred: individual (the course instructor) (7.1%); open jury (allowing other audience) (74.1%); closed
jury (only jury members and design studio students) (21.4%). Percent 71.4 of the design course instructors
who responded to the form stated that there is a relationship between the goal of design studio course and
project final product evaluation criteria. Some of the comments regarding this issue are as follows:

Evaluation is done to make sure that targeted content is taught to students. In the final project of the semester, in
which knowledge presented and practiced throughout the semester is applied as a whole, evaluation criteria are
used in a way to test to what extent this information is acquired and applied successfully.

Goal determines how evaluation will be carried out. For instance, if there is a conceptual goal in a project, detail
drawings and technical drawings have only secondary importance in evaluation.

The study revealed a direct relationship between course objectives and evaluation criteria. Among course
objectives are transferring what students design to the plan and section; ability to think and draw in three
dimensional way; understanding 1/50, 1/20, 1/10, 1/5, %2 and 1/1 technical rules and drawing; reading a project
from plan and section; recognizing design colors, texture, material, accessory, lighting; understanding user-
space-function relationships; working with a model; making presentations, developing their research methods,
perceiving equipment elements; preparing installation and electrical system plans as well as lighting-ceiling
plans; concept formation; designing an atmosphere; and forming material charts. According to the data
obtained, this necessity of goal and outcomes becomes more important as we move from Design Studio 1 to
6.

Among the criteria are technical drawing rules, Presentation board arrangement, presentation, requirements,
design idea, 3D presentation, cost, electricity, lighting, installation drawings, user-space-function relationship,
model, detail information and applicability potential. It was found that cost criteria should be included in
Design Studio 4, 5 and 6. The necessity of the presence of these criteria in Design Studio 5 and 6 is almost
percent 100. It was found that these criteria should be considered together with objectives, and a criteria model
should be formed accordingly. The design studio course instructors were also asked to report the criteria they
think they should be included in the evaluation criteria. The suggested criteria included concept-final product
relationship, project goal — developed concept and designed space relationship, interdisciplinary study skills,
plans, section, views, ceiling design presentation board, wall building presentation board, flooring presentation
board.

In addition, percent 85.7 of design studio course instructors stated that evaluation criteria should be included
in students’ project portfolio. Half of the design studio instructors stated that final product evaluation is both
important and necessary, percent 28.6 necessary, percent 14.3 important and percent 7.1 not important. As for
the replies by design studio instructors regarding the problems they face, percent 85.7 reported that they do
not face any problems and percent 14.3 stated that they face some problems, which were quoted as follows:
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I believe that the grade-range students are placed in do not reflect their real grade since grade ranges are quite
narrow in our school. One of the biggest problems is that other jury members assign grades without taking
evaluation criteria into consideration.

As for the effect of final product evaluation grade on students, the most common response was “Students can
compare their own developments to other students (their position according to other students)”. The following
other options were stated by equal number of participants:

Students can compare their own developments to themselves; grades increase students’ motivation; and students
can see that they can apply what they learn.

Video Recording

After video recording data were transcribed, the sentences of jury members regarding evaluation were coded
by using Nvivol2 software, which is used in qualitative research. The coding was based on the evaluation
criteria used by jury members. The concepts related to evaluation criteria were first determined separately
without main titles. Later, the related ones were placed under the code titles and a new code title was formed
for each new concept. The criteria used by jury members are displayed in Table 2, which shows that the most
popular title in the criteria are Design (44%). Application has a medium weight (30%) and Presentation (26%)
is less important than other titles. These data were important in planning the rubric proposal.

Table 2. Coding data

Title Frequency
DESIGN 70 (%44)
Integration of the idea into the project 27
Goal-concept-final product relationship 13
Originality of the Idea 12
Research and idea development 9
Creating Space-User-Function relationship 5
Problem Identification 3
Applicability 1
Interdisciplinary study skills 0
PRACTICE 48 (%30)
Plans 12
Conformity with technical drawing sizes 10
Sections 7
Lighting Plan 5
Details 4
Ceiling Plan 3
Material — Color - Pattern 3
Cost Sheet 1
Air Ventilation Plan 1
Electrical System Plan 1
Flooring plan 1
Installation Plan 0
PRESENTATION 42 (%26)
Presentation Board — Graphic Language 13
Perspective — Three dimensional drawing quality 13
Model 11
Presentation language 3

A Good Command of the Project
Requirements
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The observation revealed that the jury members used the criteria under Design title the most, followed by
Application and Presentation respectively. Also, the most commonly used three criteria under design title are
integration of the idea into the project, goal-concept-final product relationship, and the originality of the idea.
Similarly, the most frequently used three criteria under Application title are plans, conformity with technical
drawing criteria and section. Finally, presentation board- graphic language, perspective-three dimensional
drawing quality and model are the most common criteria under Presentation title.

Rubric

Following the analysis of the replies by design studio course instructors regarding evaluation criteria and the
data obtained from the observation about the evaluation criteria used by jury members, rubrics were developed
for design studio 1, 2, 3, 4, 5 and 6 (graduation) courses. The criteria for each project group were determined
separately since each project group’s objectives and outcomes are different. Design, Application and
Presentation were determined as the main titles according to the criteria (Table 3).

Table 3. Design Studio 1 (D.S. 1),D.S. 2,D.S. 3,D.S. 4,D.S. 5, D.S. 6 final product evaluation criteria determined
after evaluation criteria information form and observations.

DS.1 DS.2 DS.3 DS.4
Problem Identification V4 v v v

»
o
»
o

Research and Idea Development v N4 v
Originality of the Idea v v
Reflection of the Idea on the Project v v
The Relationship among Goal-Concept and Final Product

Connectiing Space-User-Function Relationship v

RN

DESIGN
<
<

Material Selection v

&

Design of Qualitative Elements

Applicability

Ability to Work Interdisciplinary

Conformity with Technical Drawing Criteria (Sections) v v
Conformity with Technical Drawing Criteria (Plans) v v

NENENES

Electrical System Plan
Lighting System Plan

Air Ventilation System Plan
Ceiling Plan

Floor Plan

NENE RS

PRACTICE

Installation Plan

Details

Cost Sheet

Perspective / Render Quality

Model Quality

Presentation Order / Graphics / Language
Ability to Express Oneself

N NN NS

&

Requirements

PRESENTATION
RN

Good Command of The Project

RN O SRR PO O O SR N NP SR G Y FOR SR R G P SR S SR N o)
RO RN P S O O S O SN PO O S O O SR R SRS G i o)

NN NN
NS VNN
NN NN

Forming Material Chart

The percentages were determined as percent 50, percent 30 and percent 20 respectively according to the criteria
obtained from observations and those used by jury members. It has been found that the outcomes and criteria
of each design studio course differ according to the data obtained from the “evaluation criteria information
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form”. In this respect, a separate criteria list was formed for each design studio course (Table 4). The evaluation
criteria rubric were formed according to five scale format:

0- If it lacks: If there are not any drawings related to the criteria or any presentation board that have knowledge
value.

1- It exists but is not meaningful: When there is a drawing or presentation board related to the criteria but the
content does not provide any information

2- Below average: if the drawing or presentation board related to the criteria have a value lower than average
3- Average: if the drawing or presentation board related to the criteria have an average value

4- Good but has some missing points: If the drawing or presentation board related to the criteria is good but
not percent 100 correct and complete

5- Completely good: If the drawing or presentation board related to the criteria is percent 100 correct and
complete.

Table 4. The first draft rubric for design Studio 1

Design Studio 1 Evaluation Criteria 0 1 2 3 4 5
Problem Identification

Research and Idea Development
Connecting Space-User-Function Relationship

50%

Plans
Sections

PRACTICE | DESIGN
30%

Conformity with Technical Drawing Criteria

Perspective / Render Quality

Model Quality

Presentation Order / Graphics / Language
Ability to Express Oneself

Requirements

PRESENTATION
20%

Good Command of the Project

The subtitles for each main title in Design Studio 1 evaluation criteria were determined as follows: problem
identification, research and idea development and creating space-user-function relationship under Design title;
conformity with plans, sections and technical drawing criteria under *Application’ title; and perspective-three
dimensional drawing quality, model, presentation board / graphic language, expression language, requirements
and good command of the project under “Presentation” title.

Mean scores were calculated by using different multipliers determined for each course. The multipliers for the
criteria under main titles of each project group were calculated according to the following formula:

M=P/(NCx5) (P: Percentage, NC: Number of criteria, M: Multiplier)

There are three evaluation criteria under Design title of evaluation criteria for Design Studio 1 course.
Accordingly, the multiplier was calculated as (50) / (3x5) =3.33. As for grading, when the points given for
evaluation criteria under this title are added and multiplied with the multiplier, the result is the grade in
percentages. According to this table, the scores of the student who got 3, 5, 4 from the criteria respectively are
added as 3+5+4=12 and later multiplied with the multiplier 3.33; 12x3.33=39.96. Accordingly, the student
gets 39.96 points out of 50 for design section. Instructors may round this value up or down. There are three
criteria under the Application section. Since the percentage of this section is 30, the multiplier is calculated as
(30)/(3X5) = 2 in the formula. There are six criteria under Presentation section, whose percentage is 20. The
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formula calculates the multiplier; (20/(6X5) =0.66). The mean score is found by adding all the points in each
section after they are multiplied with the multiplier.

MS= (gl+g2+g3)xDM+ (g4+g5gp6)xAM+(g7+g8+g9+g10+gl1+gl2)xPM
(MS: mean score, g: grade, DM: design multiplier, AM: application multiplier; PM: Presentation multiplier)
Semi-structured Interviews

Semi-structured interviews were conducted with the jury members. Since some jury members had a hectic
schedule, the interviews were voice recorded with six members and one jury member answered the interview
questions in written form. The findings obtained from the data were classified under two main titles: positive
comments and suggestions.

The positive interpretations are as follows:

« Most evaluation criteria match the evaluation criteria of jury members

e The grade the jury gives according to the rubric is quite close to the grade they want to give by using
their methods.

e The grades given to a student by several jury members are close to each other, with minimum
differences among them.

»  The rubric is user-friendly and time-saving

» A systematic evaluation criteria prevents details from going unnoticed by the jury

e It provides a background to give more detailed grades

» The rubric is systematic, objective and fair.

» Interdisciplinary study skill criterion is a positive approach since it should be taken into consideration
in interior architecture education

» Itis positive to have different criteria and multipliers for each project

» The followings are the suggestions for future applications of the proposed rubric:

*  More clear universal criteria titles should be written

e 1/1, 1/2, 1/5 and 1/10 scales are not always required in Detail criterion. Therefore, Details criterion
should be under one single title.

* Plans, sections and conformity with technical drawing rules should be revised since they seem to be
quite interrelated

» If there is an undesired presentation board in these criteria, its multipliers should be practically
changeable

» The subtitle material displayed under the Application title should be placed under another theme in a
more clear way

* A users’ manual should be prepared for jury members to guide them while using the rubric

* Guest jury members should not grade Research and Idea Development criterion if they have not
witnessed project development process.

» It should be possible to give grade between the determined ranges as well

» The percentage of presentation might increase to percent 25

»  Cost sheet might be removed from the rubric

The jury members were also asked to describe the rubric with some adjectives. They used the following
adjectives to describe the rubric: rational, fair, complex, objective, effective, time-saving, comprehensive,
sufficient and up-to-date.

CONCLUSION

The study aims to bring together comprehensively and systematically all the criteria used in the evaluation of
interior space design, which is the final product of the design process in studio courses, In addition, it aims to
contribute to interior architecture education through a rubric proposal that will ensure a transparent, fair and
accountable grade for each student at the end of the semester. Therefore, rubrics are believed to be an
appropriate evaluation tool for the evaluation of final products of design studio courses because of their
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objectivity. A well-designed final product evaluation method positively affects students’ motivation and
increases their self-confidence as well their grades. It has been concluded that an instructor using rubrics
evaluates students more easily and with a clear conscience. When a student objects his grade, jury members
can access their evaluation details and clearly show the student his scores for each criterion. In other words,
both students and instructors can easily question the evaluation process. Students might prepare themselves
according to these criteria and know how their final products will be evaluated thanks to the introduction of
the rubric to students at the beginning of the semester. In addition, it was found that jury evaluation can be
more objective than individual evaluation.

The data that reveal the relationship between objectives-outcomes of design studio courses and final product
evaluation criteria directly affect the evaluation of final products. The percentages (design percent 44,
application percent 30 and presentation percent 26) obtained when the concepts in the observation were coded
show that design elements of the final product outweigh and application is more important than presentation.
Thus, the weight of design section in the rubric has been determined as percent 50, application percent 30 and
presentation percent 20. Most of the jury members described the rubrics as systematic, user-friendly, less time-
consuming and more detailed. Therefore, it has been concluded that this rubric saves instructors’ time, makes
grading easier and helps them assign fair grades. Jury members used the following adjectives to describe the
rubric: rational, fair, complex, objective, effective, time-saving, comprehensive, sufficient and up-to-date.
Such positive adjectives clearly imply that the rubric is effective in terms of its goals.

Table 5. The final version of Design Studio 1 Rubric®
DESIGN STUDIO 1 EVALUATION CRITERIA 00 11 22 33 44 55

Problem Identification
Research And Idea Development

DESIGN
50%

Connecting Space-User-Function Relationship
Multiplier: 0.33
Plans

Sections

PRACTICE
30%

Conformity With Technical Drawing Criteria
Multiplier: 2

Perspective / Render Quality

Model Quality

Presentation Order / Graphics / Language
Ability To Express Oneself

Requirements

Good Command Of The Project

Multiplier: 0.66

TOTAL

PRESENTATION
20%

The content of this rubric (Table 5) can be extended by giving the information form to more design studio
course instructors and observing different design studio courses. In addition, this rubric can be applied in
different universities and its use can be evaluated by researchers and jury members. Students might be asked
questions about the rubrics and their effects on design process and student motivation can be observed. Finally,
technology might be used to develop a rubric system through mobile applications to make them more user-
friendly.

1You can see only one sample Evaluation Criteria.
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Extended Abstract

Ozet

Dijital teknolojilerin artan g¢esitliligi, pek c¢ok alanda oldugu gibi cagdas miize
mekanlarinda da ziyaret¢i deneyimini doniistiirmektedir. Yeni medya sanat, dijitallesme
ve bilgi iletisim teknolojileri ile miizeler dijitalle gercek mekan: bir araya getiren, gok
katmanli, deneyim odakli mekanlar haline gelmistir. Oyunlarin etkilesimli ve aktif katilim
gerektiren dogast miize mekanlarinda kullanict odakli deneyimi artirmak baglaminda
etkin yontemler sunmaktadir. Bu c¢aligma ile dijital teknolojik uygulamalar destegiyle
oyunlagtirilan miize deneyiminin incelemesi amaglanmaktadir. Arastirmada, nitel
arastrma yontemlerinden kiimiilatif durum c¢aligmasi yontemi kullanilarak; saha
aragtirmalari, gozlem ve kaynak taramalan ile dijital teknolojilerin miize deneyimine
oyunlagtirma yoluyla katkilar1 biitiinciil olarak ortaya konmaktadir. Bu amagla
miizeciligin dijitallesme siireci tarihsel agsamalariyla ele alindiktan sonra miize deneyimi
ve teknoloji iliskisi kapsamli bir alan yazin taramast ile arastirilmis, miizede oyunlastirma
uygulamalar1 6rneklerle incelenmistir. Miize deneyimini oyunlastiran uygulamalarin
dijital duyusal araglar, konum tabanli hikdye anlatimi, kitle kaynakli veriler, sanal
galeriler, erisilebilir mekanlar ve sosyal aglar gibi dijital teknolojilerle desteklenen;
bireyin aktif katithmini tesvik eden, kapsayici, eglenceli, etkilesimli ve egitici
uygulamalar oldugu goriilmiistiir.

Anahtar Kelimeler: Miizecilik, Oyunlastirma, Miize Deneyimi, Dijital Etkilesimli
Teknolojiler, Dijital Duyusal Araglar

Abstract

The increasing diversity of digital technologies is transforming the visitor experience in
contemporary museum spaces, as in many other areas. Museums have become multi-
layered, experience-oriented spaces that connect digital and physical space with new
media art, digitalization, and information communication technologies. The interactive
nature of games offers methods to increase the user-oriented experience in museum
spaces. This study aims to examine the gamification of museum experience with the
support of digital technological tools. The research holistically reveals the contributions
of digital technologies to the gamification of museum experience through field research,
observation, and literature review, using the cumulative case study method from
qualitative research methods. For that purpose, the study discusses the digitalization
process of museums with its historical stages and researches the relationship between
museum experience and technology through a comprehensive literature review.
Furthermore, gamification applications in museums have been examined with examples.
As a result, the study concludes that inclusive, entertaining, interactive, and educational
implementations encourage active participation using digital technologies such as digital
sensory tools, location-based storytelling, crowd-sourced data, virtual galleries,
accessible venues, and social networks gamify the museum experience.

Keywords: Museology, Gamification, Museum Experience, Digital Interactive
Technologies, Digital Sensory Tools

Introduction: The gamification term was first used in the academic literature in 2010, and scientific publications have
increased since then (Cetin & Erbay, 2021: 266). The concept of gamification refers to various actions performed in
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environments not commonly related to gaming that is presented with game-like applications (O'Gorman & Harris, 2014:
8). The definition of “environments not commonly related to gaming” can be deduced as the purpose of using game
elements is to help achieve other things (Liu & Idris, 2018: 2). Research on gamification mainly focuses on social
interaction, experience, education, and motivation (Cetin & Erbay, 2021: 266 as cited in Hamari et al., 2014). It is a
method they use to increase the motivation of the employees. Museums, which are educational institutions with a touristic
nature, also aim to improve the museum experience and provide an engaging museum environment using the gamification
method.

The concept of gamification, by its nature, defines a participatory process. Learning by playing is a practice with great
potential in arts and culture teaching and is widely used in educational contexts (Bonacini & Giaccone, 2021). It is known
that when users are active participants, they have memorable experiences (Pine & Gilmore, 1998: 101). The static, one-
way information transfer method of traditional museology has turned into a structure that receives and shares information
reciprocatively through the new museology that has developed since the 1980s. In this context, contemporary museum
spaces, which aim to be transparent, participatory, and inclusive, are finding ways to gamify the museum experience
through new technological opportunities. Today, museum spaces have to adapt to changing user habits and digital
technologies that are widely used daily. With the integration of interactive digital technologies into museum spaces, the
museum experience is transformed with playful methods that blend the physical and the virtual.

Purpose and scope: The study aims to reveal the contribution of digital technologies to the museum experience through
gamification in a holistic way through examples using a comprehensive literature review and observation. The study
examines current examples in the context of technology-oriented research. Thus, five examples were selected from the
articles published between 2020-2022 and the museum applications that gamified the museum experience. These are
examples of “hybrid gifting” as part of the GIFT project, “VRtefacts”, “Twitto”, “Synthaisthesia” and Berlin Global
Exhibition. The selected examples are discussed in the context of the expanded visitor experience, and which methods
and digital tools they use are the main questions of the research.

Method: The study uses the cumulative case study method, one of the qualitative research methods. Cumulative case
studies are studies in which the researcher collects and combines information from multiple sources to generalize about
a phenomenon (Epler, 2019). According to Aytagli (2012: 4), studies that present a retrospective or produce prospective
data by collecting data from different places at different times to investigate a specific subject are also considered
cumulative case studies. In this context, the gamification of the museum experience has been considered a phenomenon.
Thus, the study obtained data from current examples of gamification in the museum experience. Focusing on the
increasing use of fun, interactive games that encourage active participation in museum spaces, the use of digital
technology-supported implementations to gamify the museum experience is explained through examples.

Findings and conclusion: Museum experience becomes dynamic and inclusive with interaction-oriented and
participatory systems that change the perception of space and open new playgrounds. It is seen that with the information
and communication technologies, the museum visits have turned into an expanded museum experience, the effect of
which continues before and after the visit. Contemporary museums use technology as a tool to improve the experience.
They aim to be fun, interactive, inclusive, democratic, and open to dialogue. It is seen that digital sensory tools contribute
to the democratization of museum structures by increasing interaction and inclusiveness.

The use of digital tools in physical spaces opens new areas for visitors to guide their museum experience. In this context,
the museum experience transforms and changes with gamification. Three-dimensional (3D) printing technologies allow
tactile contact with artifacts, as well as immersive experiences with projection mapping and virtual reality applications.
In addition, 3D visual data production and sharing in real space with augmented and mixed reality technologies are
becoming widespread as catchy and entertaining alternative presentation techniques. Thus, it is seen that the experience
offered by museums is transformed as much as the quality of artworks, and contemporary museum spaces operate as
“entertainment centers” free from the strict rules of classical museology.

According to the results, methods that gamify the experience in museum spaces are supported by common technologies
such as digital screens and headphones, as well as digital sensory tools (virtual reality, augmented reality, mixed reality,
digital taste/smell interfaces) and social networks. In addition, it is seen that museums are supported in the way of
becoming interactive, participatory, inclusive spaces that involve the society in the information production/transmission
process by creating strong bonds through accessible venues with the use of location-based storytelling, crowdsourced
data, virtual galleries, and digital sensory tools. As a result, the museum experience can be gamified, and use technological
tools to support this experience by offering alternative museum experiences that make learning fun.

Keywords: Museology, Gamification, Museum Experience, Digital Interactive Technologies, Digital Sensory Tools
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GIRIS

Yirmi birinci ylizyilda iletisim teknolojileri alaninda gerceklesen bir dizi gelisme ile sanat eserleri de yeni
kimlikler kazanmustir. Dijital etkilesimli teknolojiler sayesinde klasik sanat eserleri animasyonlarla
canlandirilabilmekte ya da dokunulamayacak kadar hassas bir eser {i¢ boyutlu baski olarak iiretilip orijinalinin
yaninda dokunsal bir nesne olarak kullanilabilmektedir. Tiim bu agilimlar dijital teknolojilerin artan gesitliligi
ile miizeciligi doniistiirerek, miize deneyimini oyunlagtiran, kapsayici, eglenceli, etkilesimli, ziyaretgileri aktif
kullanicilar haline getiren miize uygulamalarina imkan vermektedir.

Oyunlagtirma terimi ilk kez 2010 yilinda akademik literatiirde kullanilmaya baglanmis ve o zamandan bu yana
bilimsel yayinlar artmigtir (Cetin & Erbay, 2021: 266). Son yillarda sik¢a karsilagilan oyunlastirma
(gamification) kavrami, gergekte oyunla ilgisi olmayan ortamlarda gerceklestirilen ¢esitli eylemlerin oyuna
benzer uygulamalarla sunulmasi anlamina gelmektedir (O’Gorman & Harris, 2014: 8). Gergekte oyunla ilgisi
olmayan ortamlar tanimindan, oyun Ogelerini kullanma amacinin, bagka seylerin basarilmasina yardimci
olmak anlamina geldigi ¢ikarimi yapilabilir (Liu & Idris, 2018: 2). Oyunlastirma {izerine yapilan arastirmalar
temel olarak sosyal etkilesim, deneyim, egitim ve motivasyona odaklanmaktadir (Hamari vd., 2014 ten aktaran
Cetin & Erbay, 2021: 266). Oyunlastirma, egitimcilerin dersi daha eglenceli ve ilgi ¢ekici hale getirmek,
markalarin iirlin satigin1 artirmak ya da igverenlerin ¢alisanlarinin motivasyonunu artirmak adina kullandiklar
bir yontemdir. Turistik nitelige sahip egitici kurumlar olan miizeler de oyunlagtirma yontemini kullanarak
miize deneyimini gelistirmek ve ilgi ¢ekici bir miize ortami sunmay1 amaglamaktadir.

Kiiltiir endiistrisi igerisinde miize hegemonyasinin siirdiiriilebilirligi i¢in giincel bilginin aktariminda internet
teknolojisinin  hizina yetismesi miimkiin olamayacagindan, mekansal deneyimlerin desteklenmesi
gerekmektedir. Bu durum, kente deger katan bir miize mimarisinin yan sira i¢c mekanda alternatif sunum
tekniklerini 6n plana ¢ikarmaktadir. Miize mekanlari, etkilesimli, stiriikleyici deneyimler i¢in farkli sergileme
tiplerine hizmet verecek genis 6l¢ekli alanlara ihtiya¢ duymaktadir. Kapsayici ve etkilesimli mekanlar miizede
yeni algilama ve 6grenme yollarina imkan tanimaktadir (Kocsis & Kenderdine, 2014: 245). Giliniimiizde
fiziksel mekanlarin ve objelerin sinirli dogasi dijital teknolojilerle asilabilmektedir. Béylece alisilmisin disinda
yeni deneyimler sunmalari, gergek mekanla sanali harmanlamalari ve tipki oyunlarda oldugu gibi ¢esitli dijital
duyusal araglar destegiyle kullanilmalart miize deneyimini oyunlagtirmaktadir.

Oyunlastirma kavrami dogas1 geregi katilimei bir siireci tanimlamaktadir. Oynayarak 6grenme, sanat ve kiiltiir
Ogretimi alaninda biiyiik potansiyeli olan ve egitsel baglamlarda yaygin olarak kullanilan bir uygulamadir
(Bonacini & Giaccone, 2021). Bireyin aktif katilimci oldugu durumlarda akilda kalict deneyimler yasadigi
bilinmektedir (Pine & Gilmore, 1998: 101). Geleneksel miizeciligin sikic: addedilen duragan, tek yonli bilgi
aktarimi yapan yapist 1980’lerden itibaren gelisim gdsteren yeni miizecilik kavrami ile bilgiyi katilimci
yontemlerle ¢ok yonlii alan ve paylasan bir yapiya doniigsmiistiir. Bu baglamda, seffaf, katilimci, kapsayici
mekanlar olma hedefi tasiyan ¢agdas miize mekanlart yeni teknolojik imkanlardan da faydalanarak mize
deneyimini oyunlastirma yolunda ¢alismalar yapmaktadir. Artik giinlilk yasamda yaygin olarak kullanilan
dijital teknolojiler beraberinde degisen kullanici aligkanliklarina miize mekanlart da uyum saglamak
durumundadir. Etkilesimli dijital teknolojilerin miize mekénlarina entegrasyonu ile miize deneyimi fiziksel
olanla sanali harmanlayan oyuncu yontemlerle doniismektedir. Arastirmanin sonraki boliimlerinde, dijital
cagda miizeyi anlamak ve kullanict deneyimini derinlemesine sorgulamak amaciyla miizeciligin dijitallesme
stireci tarihsel agamalariyla ele alinmaktadir. Miize deneyiminin oyunlastirilmasi kapsamli bir alan yazin
taramasi ile bir fenomen olarak irdelenmektedir.

Miizeciligin Dijitallesme Siireci

Parry’ye gore (2013: 24) muzelerde dijital teknolojilerin kullanimi, son on yilda yasanan dijital teknolojik
gelismelerden sonra normatif hale gelmistir. Etkilesimli teknolojiler 1920'li yillarda Avrupa'daki bilim
miizeleri ile miizelerde kullanilmaya baslanmistir. Katilime1 6§renme siireci somut nesnelerle olusturulmustur.
1933'te, nesnelerle etkilesim yoluyla bilgi aktarma yontemi, Amerika Birlesik Devletleri'ndeki bilim
miizelerine kadar genisletilmistir (Bedno ve Bedno, 1999: 41).

Miizelerde dijitallesmenin tarihi ise 1960’lara dayanmaktadir. 1967 y1li miizeciligin dijitallesmesi yoniinde ilk
adimlarin Washington’da Smithsonian Institution’da atildig1 yildir (Parry, 2007). 60’lar Amerikasinin kiiltiirel
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ve ekolojik uyanisi ile miizelere olan toplumsal ilgi artmistir. Bununla birlikte, televizyonun varligi,
bilgisayarin icadi ve toplumsal yasama etkisiyle kullanicilarin miizelerden beklentileri degisime ugramigtir.
Artik toplum miizelerden diizenli kay1t altina alinan koleksiyonlar ve diizenli bir sekilde yenilenen sergi ortami
beklemektedir (Williams, 1987: 16). O tarihte mizelerin bilgisayar erisimine sahip olmasi olduk¢a maliyetli
ve ancak biiylik miizeler tarafindan karsilanabilecek bir durum olarak goriilmekteydi. “Mainframe” ad1 verilen
ilk bilgisayarlar i¢in miizeler 6zel odalar yapip, bu karmagik sistemi kullanmaya ¢alistyorlardi. Birkag biiyiik
capli miize bilgisayar sistemini biinyesine katabilmigsti. Smithsonian Institution tarafindan iiretilen SELGEM
(SELf GEnerating Master) koleksiyon yonetimi i¢in kullanilmis ve 1970’lerden itibaren diger kurumlar i¢in
ticretsiz kullanima sunulmustur (Williams, 1987: 17). Williams’1in (1987) miizelerin dijitallesme tarihi {izerine
yazdiklar1 miizeciligin bilgi islem ile iliskisinin ne kadar gerilere dayandigiin ve hem koleksiyon kaydi hem
de toplumsal gelismeler karsisinda miizelerin reaksiyon verme yonteminin yine teknolojiden gegtiginin 6nemli
bir kanitidir. Bu baglamda miizeciligin dijitallesme ile baginin baslangicta koleksiyon kayitlar1 odaginda
bagladigini sdylemek yerindedir.

1980'lerde yeni miizecilik s6yleminin ortaya ¢ikmasindan sonra, miizeler giderek toplumsal degisime isaret
eden ama ayni zamanda katkida bulunan kurumlar olarak goriilmeye baglamigtir (Vergo, 1989: 3). 1990’lara
gelindiginde ise yeni medya sanatinin etkisiyle yeni miizecilik anlayis1 ve yeni teknolojiler {izerine elestirel
yaKlagimlar sunulmaya baslanmistir (Parry, 2010: 1). Dijital sanat eserlerinin ortaya ¢ikisi ile bilgisayar
destekli iriinlerin miizeye girmeye baglamasi, miizelerin sergileme sekillerini de etkilemistir. Kalict
koleksiyon agirlikli sergilerden, donemsel sergi agirlikli programlara gecis baslamistir. Kiiltiir endiistrisi yeni
teknolojilerden ve dijitalden beslenerek doniismeye devam etmistir.

Dijitallesme, miizeler i¢in bir paradigma kaymasi yaratmistir. Miizeler, varliklarini korumak igin bu teknolojik
ve toplumsal degisikliklere uyum saglamak zorunda kalmistir (Tallon, 2019). Bir dénem, igerisinde fotograf
cekmenin yasaklandigi miizeler, artik ¢esitli uygulamalarla akilli telefon ve sosyal medya kullanimim tesvik
eden mekanlara doniismiistiir. Tarihsel olarak kiitliphaneler, arsivler ve galerilerle birlikte bilgiye erisimin
kurumsal mekéanlar1 olan miizeler bilgi teknolojilerindeki gelismelerin etkisiyle koleksiyon odakl
mekanlardan ziyaret¢i/kullanict merkezli modele gegis yapmistir (Giannini & Bowen, 2019: 28). Yeni miizeler
topluma nasil en iyi sekilde hizmet edeceklerini diisiinmektedirler. Artik toplum igin degil, toplumla birlikte
calismaktadirlar. Dijital ¢agin diinyanin herhangi bir yerinden aninda iletisimi kolaylastiran teknolojilerle
donanmig katilimer kiiltiirii, kullanict tarafindan olusturulan igerikler, kitle kiiratorliigiinde sergiler,
kisisellestirilmis ¢evrimigci koleksiyonlar ve sosyal medya dahil olmak iizere yeni miize deneyimlerine ilham
vermesi anlamina gelmektedir (Bautista, 2013: 28).

Artirilmis gergeklik (AR), ¢oklu dokunmatik yizeyler ve sanal gerceklik (VR) gibi yiksek teknolojili
etkilesimli sistemler, son yillarda bir¢ok sanat miizesinde giderek artan bir sekilde kullanilmaktadir. Kullanici
deneyimini artiran bu dijital yontemler ile miizelerin sergileme bigimleri de degisime ugramaktadir. Dijital
ortamda sergilenen miize arsivleri, sanal miize gezileri ve sergilerin yani sira, gercek mekanda miizeyi
deneyimlemenin farkini ortaya koymak 6nemli hale gelmistir. Miize mimarisi ve i¢ mekanlar: da bu baglamda
esnek, gecirgen ve kapsayici bir kimlik kazanmaktadir. Kiiratorlii mekanlar olarak miizeler, genellikle ¢esitli
sekillerde secgilen nesneler veya temalar hakkinda bilgi ve deneyim sunmaktadir. Dijital araglar, bu ortami
saglamanin yeni yollarin1 miimkiin kilmaktadir. Dijital medya, koleksiyonlara bakmak ve anlamak igin yeni
yollar tirettigi kadar, 6nceki temsil tekniklerini de yeniden sunmakta ve doniistiirmektedir. Bu teknolojilerin
her biri dig diinyay1 miizeye tasimay1 iddia etmektedir. Tipki eski sergileme bigimlerinde oldugu gibi diinyada
bulunmanin ve onu 6grenmenin yeni yollarimi iiretmektedir (Geismar, 2018: 17). Bu baglamda miizede
yasanan deneyimin énemi 0n plana ¢ikmaktadir.

Miize Deneyimi ve Teknoloji Iliskisi

Yeni medya sanati, dijitallesme ve bilgi teknolojileri ile miizecilik ¢ok katmanli ve deneyim odakli mekéanlar
olma yoluna girmistir. Dijitallesme, beraberinde etkilesimi getirmis, etkilesim de deneyim kavraminin 6n plana
cikmasini saglamistir. Kiiltiir endiistrisi deneyim kavrami ile dogrudan bir iligki i¢indedir. Deneyim; Merriam
Webster Dictionary’de (2021) “dogrudan gozlem veya katilim yoluyla bilgiden etkilenme veya bilgi edinme
durumu” olarak tanimlanmistir. Bireyin ¢evresindekileri duyular, alg1 ve kavrama yoluyla anlamlandirmasidir
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(Tuan, 1977: 8). Hem zihinsel hem de bedensel bir eylemdir. Pallasmaa’ya gore (2011), duyular zihinde bilgiyi
olusturdugu gibi imgelemi tetikleyerek yeni sanatsal fikirlerin olusumunu da saglamaktadir.

Miize deneyimi ¢ogunlukla estetik deneyimle iliskilendirilmektedir. Yirmi birinci yiizy1l miizeciligini egitim
teorisi ve uygulamalar1 alaninda 6nemli dlciide etkileyen John Dewey, 1934 tarihli Art as Experience adli
kitabinda, sanatsal ve estetik deneyime yonelik kapsamli teoriler sunmaktadir (Bedford, 2014: 81). Dewey
“estetik deneyim” tanim1 yerine “deneyim” (an experience) tanimint kullanmaktadir. Ona gore bir eylemin
deneyim olarak adlandirilmasi i¢in egitici olmasi ve kisinin eylemin uygulanmasinda aktif katilimci olmasi
gerekmektedir (Glass, 1997: 93). Bu baglamda, deneyim kavramimin kiiltiir endistrisini etkileyen temel
kavramlardan biri haline gelmesi tesadiif degildir. Literatiirde deneyim ekonomisi kavrami Pine ve Gilmore’un
(1998) Welcome to the Experience Economy adli makalesinde eglence sektdrii ve yeni teknolojilerle iliskisi
tizerinden agiklanmaktadir:

Deneyimler her zaman eglence sektériiniin merkezinde yer almistir(...) Ancak giiniimiizde bir eglence deneyimi
satma kavrami tiyatrolardan ve eglence parklarindan ¢ok uzaktaki isletmelerde kok salmaktadir. Ozellikle yeni
teknolojiler, etkilegimli oyunlar, Internet sohbet odalari ve ¢ok oyunculu oyunlar, hareket tabanl simiilatorler
ve sanal gergeklik gibi yepyeni deneyim tiirlerini tegvik etmektedir. Her zamankinden daha siiriikleyici
deneyimler sunmak icin gereken artan islem giicti, artik bilgisayar endustrisinin mal ve hizmetlerine olan talebi
artirmaktadir. (Pine & Gilmore, 1998: 99)

Miizeler birer deneyim mekani olarak tanimlandigi dénemden 6nce de ziyaretgilerine farkli deneyimler sunan
mekanlardi. Ancak felsefe profesorii Hilde Hein’a gore (2006: 3), yirminci ylizyilin ortalarinda koleksiyonlarin
yerini gegici sergilerle birlikte deneyimlerin almasiyla deneyim muzesi kavrami ortaya ¢ikmustir. 1960’lara
kadar miize ziyaretcilerine anketler yapilmasi yaygin bir uygulama degilken, 1960 ve 70’lerde toplumun
isteklerini 6grenmek amacglanmistir (Hein, 2006: 5). Ziyaretgilerin beklentilerini géz 6niine almaya baglayan
miize, egitici, bilgi aktarici roliinden, karsilikli etkilesim, bilgi paylasimi ve deneyim temelli modele
yonelmigtir. Deneyim temelli bu model, dijitallesme ile desteklenerek gelisimini siirdiirmektedir.

Miize ziyaret¢i caligmalart hakkinda kapsamli bir literatiir bulunmaktadir (Black & Hein, 2003; Falk &
Dierking, 1992, 2000, 2012; Hooper-Greenhill, 1999; Black, 2012). Bu arastirmalar miize deneyiminin herkes
i¢in standart olmadigini, cogu zaman kisisel bir deneyim olarak gergeklestigini 6ne siirmektedir (Chang, 2006:
170). Bununla beraber Walker (2008: 110), miize kullanicilarina “ziyaret¢i” denmesinin eylemin tanimi geregi
“pasif” bir anlam tagidigin1 savunmaktadir. Buna karsilik giiniimiizde bir¢ok miizenin “yapilandirmaci” bir
goriigii kabul ettigini ve bilginin aktif olarak 6grenen tarafindan lretildigini 6ne siirmektedir. Dijital ¢ag,
katilimer kiiltiirii dogurmustur (Bautista, 2013: 7). Miizeler artik bireyin ne 6grendigine degil, miizenin mevcut
bilgilerine ne katkida bulunduguna odaklanmaktadir. Boylece anlamli ve doyurucu bir miize deneyiminin
Onemi ortaya ¢ikmaktadir.

Miize, kullanicisini gergek mekanda sergilenen nesnelerle yalnmizca gorsellik odaginda degil, dijital
uygulamalarla tiim duyularn stimiile ederek, etkilesime sokmaktadir. Miizeler ziyaretcilerinden eszamanl
olarak elde ettigi verileri analiz ederek miize deneyimini artirmay1 hedefleyen uygulamalar sunmaktadir. Bu
baglamda, gergek mekanla teknoloji destekli uygulamalari harmanlayan kurumlara doniigmiislerdir.
Morrison’a goére (2021), teknoloji destekli ¢agdas miize dijital 6gelerle gergek mekani birlestiren hibrit
miizedir. Ger¢ek mekéanla dijitali harmanlayan miizede deneyim yalnizca miize mekaninda yasanmamaktadir.
Bu baglamda Morrison, miize deneyimini genigletilmis ziyaretgi deneyimi olarak tanimlamaktadir (Gorsel 1).
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Gorsel 1. Genisletilmis ziyaret¢i deneyimi parametreleri

Genigsletilmis ziyaret¢i deneyimini gergeklestiren parametreler; etkilesim, katilim, iletisim, dahil olma ve
kapsayicuik bagliklar altinda siiflandirilmaktadir. Bu parametreleri destekleyen teknolojik uygulamalar ise;
dijital duyusal araclar (digital sensory tools), konum tabanl hikdye anlatimi (location-based story telling),
kitle kaynakli veriler (crowd-sourced data), sanal galeriler, erisilebilir mekdnlar ve sosyal aglar olarak
tanimlanmaktadir. Cagdas miize mekanlarinda tiim bu 6zellikleri destekleyen, oyuncu, etkilesimli, kapsayict
uygulamalarla teknoloji destekli bir miize deneyimi sunulmaktadir.

Dijital duyusal araglar, hem halihazirda yaygin olan cihazlar1 (kulakliklar, hoparlorler ve dokunmatik ekranlar
gibi) hem de sanal gerceklik, artirilmig gergeklik, karma gergeklik, dijital tat/koku arayiizleri gibi bu baglamda
heniiz tamamen ticarilestirilmemis bir dizi baska yeni teknolojiyi tanimlamaktadir (Petit vd., 2019: 43). Miize
ziyaretcilerinin baskin olarak gérme duyusu ve sesle iligkilenen alisildik miize deneyimleri dijital duyusal
araclar yoluyla harekete gecirilen farkli duyularla desteklenebilmektedir. Bu yolla sanat eseri ve miize mekani
ile etkilesim doniismektedir.

Artik bir¢ok miize, web siteleri, bloglar, Facebook, Twitter, Instagram gibi sosyal aglar araciligryla toplumla
iletisim kurmaktadir. Geleneksel olarak profesyonel verilere odaklanan miize koleksiyonlar, artik
paydaslarindan biri olan kullanic1 verilerini yani kitle kaynakli verileri 6nemseyerek, miizecilige yeni bakis
acilar1 kazandiran yorumlart degerlendirmektedir (Chae vd., 2016: 886). Katilimc1, kullanic1 odakli, seffaf
muzecilik bu yolla desteklenmektedir.

Internet kullanimmin yayginlagmasi ve yeni miizeciligin seffaflik ilkesi ile sanat eserlerine erisiminin miize
mekani ile sinirh kalma durumu son bulmustur. Pek ¢ok miize koleksiyonlarini ve miize mekanlarii sanal
olarak gezme imkan1 sunmaktadir. Bununla birlikte, Google'in kdr amac1 giitmeyen platformu Arts & Culture
ile ziyaretgilerin miize galerisinde yapamayacag sekillerde, eserlere daha yakindan bakma imkani saglayan
sanal galeriler sunmaktadir. Miizeler bu yolla sanal sergiler diizenleyerek koleksiyonlarina diinyanin her
yerinden ¢evrimici erisim imkan1 vermektedir. Ornegin Los Angeles’taki J. Paul Getty Miizesi 2021 yilina
kadar 22 adet ¢evrimici sergi yayinlamistir (Morrison, 2021). Sergiler miizenin resmi internet sitesi lizerinden
acik erisimle gezilebilmektedir. Bu yontem aynmi zamanda fiziksel miize mekanlarmin evrensel tasarim
ilkelerince tasarlanmasi gerekliliginin yan1 sira, ¢evrimigi erisimle de kolayca erisilebilir mekanlar haline
gelmesine imkan vermektedir.

Son olarak, miizelerde konuma dayali hikaye anlatimi kullanimi ziyaretcilere etkin bir miize deneyimi sunarak
dahil olma imkam vermektedir. Ozellikle koleksiyon odakli miizeler, agik hava miizeleri ya da bir hikayeye
dayal1 genel sergi mekanlarinda kullanilan yontem, ilgi ¢ekici multimedya hikayeler olusturmak ve anlatmak
i¢in aktif, bilgilendirici bir rehber seklinde ¢aligmaktadir. Genellikle miizelerin kurumsal dijital uygulamalari
tizerinden ziyaretgilerin akill telefonlar1 ya da tabletlerine indirilmesi ile ya da miize tarafindan temin edilen
dijital tabletler yoluyla kullanilabilmektedir. Miizelerde genisletilmis ziyaret¢i deneyimi olarak tanimlanan bu
yontemler, oyunlastirmanin “ger¢ekte oyunla ilgisi olmayan ortamlarda gergeklestirilen cesitli eylemlerin
oyuna benzer uygulamalarla sunulmas1” mantigin1 desteklemektedir.
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YONTEM

Arastirmada nitel arastirma yontemlerinden kiimiilatif (birikimli) durum caligsmasi yontemi kullanilmugtir.
Kiimiilatif durum caligmalari; aragtirmacinin, bir fenomen hakkinda genelleme yapabilmek icin ¢ok sayida
veri kaynagindan bilgi topladig1 ve bir araya getirdigi calismalardir (Epler, 2019). Aytacli’ya gore (2012: 4),
spesifik bir konuyu arastirmak amaciyla farkli zamanlarda farkli mekanlardan veri toplayarak bir retrospektif
sunan ya da ileriye yonelik veri lireten ¢aligmalar da kiimiilatif durum ¢aligmalari olarak degerlendirilmektedir.
Bu baglamda ¢aligmada miize deneyiminin oyunlastirilmasi bir fenomen olarak ele alinmig, miize deneyimini
oyunlastiran giincel ornekler lizerinden veri elde edilmesi yoluna gidilmistir. Aktif katilimi tesvik eden,
eglenceli, etkilesimli oyunlarin miize mekanlarinda artan kullanimina odaklanarak, dijital teknoloji destekli
uygulamalarin miize deneyimini oyunlastirma yoniinde kullanimlart bir sonraki bolumde drnekler tizerinden
aciklanmigtir. Kapsamli bir literatiir taramasi ve gozlem ile incelenen ornekler ile dijital teknolojilerin miize
deneyimine oyunlastirma yoluyla katkilari biitiinciil olarak ortaya konmasi amaglanmugtir.

BULGULAR

Teknoloji odakli bir aragtirma olmasi baglaminda giincel ornekler {izerinden inceleme yapilmasi
amaclandigindan, bu boliimde 2020-2022 tarihleri arasinda yayinlanan makaleler ve miize deneyimini
oyunlastiran miizecilik uygulamalari igerisinden bes ornek seg¢ilmistir. Bunlar; GIFT Projesi kapsaminda
“hibrit hediye”, “VRtefacts”, “Twitto”, “Synthaisthesia” ve “Berlin Global Sergisi” érnekleridir.

Miizelerde Oyunlastirma ile Yeni Deneyimler

Miizelerde oyunlastirma siireci yeni bir kavram olmamasina karsin bilgi teknolojilerinin ortaya ¢ikmasiyla
birlikte, oyunlagtirma sadece miizelerde daha yaygin hale gelmekle kalmamis, ayn1 zamanda daha siirtikleyici
ve dikkat c¢ekici hale gelmistir (Wang & Baptista Nunes, 2020: 310). Sanal gergeklik, artirilmis gerceklik,
karma gergeklik uygulamalar1 gibi sarmal, kapsayici mekan deneyimlerinin yani sira, projeksiyon haritalama,
kare kod (QR) uygulamalari, sensorler, yapay zeka (AI) destekli veri toplama araglari gibi destekleyici
sistemler de miizelerde kullanilan gesitli dijital teknolojik uygulamalardir. Dijital inovasyonlar yeni temsil
bigimlerine olanak saglamaktadir.

The European Commission’in 2018’de yayinlanan raporu Innovation&Cultural Heritage’da dijital yontemlerin
kullaniminin miize deneyimini artirmak, ziyaretgileri kiiltiirel mirasla aktif etkilesime ge¢irmek adina etkili
yontemler sundugundan s6z edilmektedir (European Commission, 2018: 8). Miize deneyimi eglenceli,
etkilesimli, oyuncu bir hale getirilmektedir. Raporda bunlara Ornek olarak, ziyaretcilerin miize sergi
“playlist”lerini mobil dijital bir uygulama yoluyla arkadaslari ile paylasabildikleri GIFT Projesi
gosterilmektedir. GIFT (armagan), Avrupa Birligi’nin Horizon 2020 arastirma ve yenilik programi
kapsaminda miizelerin fiziksel ve dijitali birlestiren hibrit deneyimler yaratmasina yardime1 olmak amaciyla
miize profesyonellerini, diinyaca iinlii sanatgilari, tasarimcilar1 ve akademisyenleri bir araya getirerek finanse
ettigi bir projedir. Proje kapsaminda desteklenen arastirmacilar tarafindan 2017 yilindan bu yana onlarca yayin
yapilmistir. Projenin temel zorlugu, anlamli deneyimleri kolaylastiran tasarimlar yaratmak ve miizelerin
ziyaretgilere kendi hikayelerini anlatmalari i¢in nasil araglar saglayabilecegini gostermektir. GIFT, fiziksel
ziyaretleri dijital icerikle tamamlayan veya (st Uste bindiren karma gergeklik tasarimlariyla gerceklestirilen
hibrit deneyimlere odaklanmaktadir (Back vd., 2018: 31). Miizelerde bu tiir oyun ve oyunlastirma
uygulamalarinin kullanimu gittikge artmaktadir (Beale, 2011).

GIFT Projesi kapsaminda yapilan caligmalardan birinde Koleva vd. (2020), dort farkli vaka ¢aligmasi ile
miizede “hibrit hediye” uygulamasini onermektedir. Vaka caligsmalarinin ilki, ziyaretcilerin arkadaglarina
kisisellestirilmis dijital icerik hediye etmelerini saglayan ve artirilmis gergeklik teknolojisi ile ¢alisan bir tiir
geri saymm takvimidir. ikincisi, kisisellestirilmis miize turlar1 hediye etmeye imkan taniyan bir miize hediye
uygulamasidir. Bir digeri ise ziyaretcileri karsilikli olarak kisisel miizik ¢alma listeleri olusturarak paylasimli
olarak dinleyebildikleri bir kent turuna ¢iktiklar1 yerel bir medya deneyimi sunmaktadir. Son vaka galismasi
ise dijital miizik pargalarini bir yiyecege sarilarak “yenilebilir miizik par¢alar1” haline getiren ve farkli duyular
da devreye sokan bir deneyim Onerisidir. Calisma, hediye verme yoluyla fiziksel ve dijital katmanlar1 igeren
hibrit hediye konseptini kullanarak 6zgiin deneyimler sunmaktadir.
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Sanal gerceklik ve iic boyutlu (3D) baski teknolojisini birlestiren bir bagska uygulama ise 2019 yilinda
Ingiltere’deki Derby Miizesi ve Sanat Galerisi’nde uygulanan VRtefacts’tir (Spence vd., 2020). Bir sanal
gerceklik ile hikaye anlatim deneyimi olan VRtefacts ile ziyaretgiler, 3D olarak taranmis ve VR ortamina
aktarilmis bir nesnenin fiziksel bir 3D baskisina dokunurken es zamanli olarak VR gozliikleri vasitasiyla
inceleyebilmektedir (Gorsel 2). Deneyimin sonunda dilerlerse bu etkilesimin kendilerine animsattig1 kisisel
bir hikéyeyi paylasabilmektedirler. Bu sayede geleneksel olarak sabit konumlarinda ve yalnizca gérme
duyusuyla deneyimleyebildigimiz eserleri farkli agilardan, dokunarak ve sanal ortamda sarmal olarak
deneyimlemek miimkiin hale gelmektedir. Ayrica bu deneyim, dijital duyusal araclar araciligryla uygulamayi
kullananlarin geribildirimlerini alarak s6z sahibi olmalarina imkan vermesi yoniinden etkilesim, katilim, dahil

Gorsel 2. VRtefacts uygulama siirecine ait karma goriintii (sol list), sanal kamera goriintiisii (sag iist), ger¢ek kamera
goriintiisii (sol alt) ve sanal gerceklik gozliigiinden goriintii (sag alt)

Ancak oyunlarin bir miize ortamina dahil edilmesi kendi zorluklarini da beraberinde getirmektedir (Lavlie vd.,
2021). Levlie vd. (2021), miize ortaminda oyunlarin dikkat dagitic1 dogasina isaret etmektedir. Bunun yerine,
“elestirel oyun” kavramini “normlara ve uzlagimlara kasitli olarak meydan okunan bir oyun bigimi” olarak
tanimlamaktadirlar. Bu amagla, calismalarinda Yugoslavya Miizesi i¢in Twitto adinda tek oyunculu bir rol
yapma oyunu (Role Playing Game- RPG) prototipi tasarlamiglardir. Oyun, eski bagkan ve diktator Tito'ya ait
eserlerin yaninda bir tiir QR kod mantig1 ile ¢alisan ve “Artcode” adi verilen taranabilir ¢ikartmalardan
olusmaktadir. Ziyaretciler Tito’ya ait esyalara eklenmis ¢ikartmalari tarayarak, donem hakkinda bilgiler,
gorevler ve cesitli sorular aldiklar1 bir oyuna dahil olmaktadir. Oyunda ziyaretgiler kendilerini otokratik bir
diktatoriin yerine koyarak, eglenceli bir kurguyla doénem hakkinda bilgi edinmeye davet edilmektedir.
Yugoslavya Miizesi'nin tarihi sergisini kesfederken Twitto dijital uygulamasi araciligiyla kendi
manifestolarini, posterlerini, otobiyografilerini ve diger propaganda 6gelerini tasarlamaya davet edilmektedir.
Uygulama, bir Artcode tarandiginda Tito’nun hayatindan bir boliim sunan bir dizi ekran agmakta ve oyuncudan
kendi propaganda 6gelerini yaratmasini istemektedir (Goérsel 3). Boylece artik ziyaretgiler birer oyuncu haline
gelerek bir dizi yaratict miicadeleye girmektedir. Uygulama dijital duyusal araglarin kullanimi ile miizedeki
fiziksel eserlere yonelik dikkat dagitmadan deneyimi artirmak baglaminda etkin bir 6rnektir.
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« «
Go ahead. Create your manifesto
and make us believe in The
People’s Paradise.

If you were to start a Neme ot tre ety

revolutionary party today, e beapion paradis

what would it be called?

The party slogan:

@ Addapartyslogan .

Name of the party ... ‘

Your secret identity:

@ Add asecret identity .

Your party manifesto:

@ Preview your manifesto ...

l !
Gorsel 3. Yugoslavya Miizesi’nde bir Artcode uygulamasi (sol) ve Twitto uygulamasi ekran goriintiileri (sag)

Miizelerin kapsayici olma siireci zorlu olmakla birlikte, toplumsal cesitlilige yanit verme g¢abalar1 dikkat
cekicidir. Dijital teknolojiler miizelerin bu baglamda siiregelen gelisimlerinde kullandiklar1 6nemli araglardir
(Bautista, 2013). Dijital teknolojilerin miizede kapsayiciligi artirmaya yonelik kullanimina 6rnek olarak
Smithsonian Institude Miizesi’nde 2021 yilinda uygulanan Synthaisthesia Projesi gosterilebilir. Smithsonian
Institude, artirllmig gergeklik teknolojisi kullanarak gdzleri gormeyen ziyaretgilere sanat eserlerini detayl
olarak tarif eden sesli bir agik kaynakli yardime1 teknoloji paketi olan ve lan McDermott tarafindan gelistirilen
Synthaisthesia’y1 kullanmaktadir (Morrison, 2021). Synthaisthesia, gorme engelli veya az goren ziyaretgilerin
miizelerdeki gorselleri daha iyi anlayabilmeleri i¢in sanatin gorsel deneyimine paralel bir isitsel deneyim
yaratmaktadir. Alisik oldugumuz klasik sesli rehberlerden farkli olarak, ziyaretcinin elle kavranan 6zel bir
cihazla aktive olan bir fare imleci ile katmanlarina ayrilmis ve bolgesel olarak farkli ses dosyalari ¢alabilen
dijital gorsel lizerinde hareket etmesine olanak vermektedir. Bdylece kullanici esere ait detayli bilgiyi kontrol
kendisinde olacak sekilde ve betimleyici olarak alabilmektedir (Gorsel 4). Bu da dezavantajli bireylere yeni
bir miize deneyimi sunarak katilimci olmalarina imkan vermektedir. Sesli ac¢iklamalar kullaniciya goriintii
ayrmtilarinin gergek anlamini vermek i¢in sozel olabilmekle beraber, yalnizca sozciiklerle aktarilamayacak
Ogelerin duygusunu verebilmek i¢in tonal/miizikal olabilmektedir. Her agiklama, kullanicinin tercihine gore
secilebilir olarak tasarlanmistir (McDermott, 2021). Proje dijital duyusal araglar1 kullanarak miize
mekanlarinda oyuncu, kapsayici, siirdiiriilebilir ve sosyal olarak adil bir ortam saglamasi yoniinden etkin bir
yontem sunmaktadir.

67 sample | |5 |/m| F| 100 34 sample | |5 (M| F|fes | o | [sample | [s[m][F

Gorsel 4. Jim Sudduth'in “Untitled (Chicken)” adli tablosu tizerinde Synthaisthesia’nin kullanimi

Giyilebilir teknolojiler yoluyla kitle kaynakli veri toplayarak miize deneyimini doniistiirmek ve ziyaretgilerin
aktif deneyimler yasamalarini saglamak miimkiindiir. Ornek olarak, 2021 yilinda kalic1 bir sergi olarak acilan
ve gunimizde hala sergilenmeye devam eden Berlin’deki Humboldt Forum’da Berlin’i ve tarihgesini anlatan
Berlin Global Sergisi gosterilebilir. Berlin Global Sergisi’nde sergi boyunca takmalar1 i¢in verilen dijital
bileklik ile ziyaretgilerden es zamanl veri toplanabilmektedir (Gorsel 5). Bu veriler ziyaretcilerin etkilesimli
sergi boyunca yaptig1 yonlenme ve segimleri tizerinden elde edilmektedir. Sergi sonunda serginin konusuyla
da baglantili olarak, “Senin i¢in esitligin/6zglirliigiin/gelenegin/giivende olmanin anlami ne?” sorusuna cevap
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veren bir “iletisim bileti” geribildirim olarak verilmektedir (Gorsel 5). Boylece hem sergide yapilan se¢imlerin
etkilesimli dogasindan faydalanan hem de miize deneyiminin sergi sonrasinda da akilda kalici hale gelmesine
imkan veren ilgi ¢ekici bir yontem sunulmaktadir. Bunun yani sira, miizede siireci deneyimlemek i¢in verilen
sesli bilgilendirmeler ¢oklu dil paketi igerisinden (Arapga, Cince, Ingilizce, Fransizca, Almanca, Alman Isaret
Dili, italyanca, Japonca, Lehge, Rusca, Ispanyolca ve Tiirkge) kullanicinin segtigi dilde sunulmaktadir. Bu
durum da Berlin gibi kozmopolit bir kenti anlatan miizenin farkli kiiltiirlere yonelik kapsayiciligina vurgu

yapmaktadir.

17.12.2021 16:55:36

Senin igin
gelenegin
anlami ne?

Gorsel 5. Humboldt Forum’daki Berlin Global sergisinde kullanilan dijital bileklik ve baglangi¢ ekrani (solda), ve sergi

sonunda verilen “iletisim bileti” (sagda)

Incelenen orneklerden elde edilen bulgular, genisletilmis ziyaretci deneyimi parametreleri iizerinden analiz
edilerek Tablo 1’de gosterilmistir.

Tablo 1. Ornek oyunlastirma uygulamalarinin genisletilmis ziyaretci deneyimi parametreleri iizerinden incelenmesi

Genisletilmis Hibrit hediye VRtefacts Twitto Synthaisthesia Berlin Global
ziyaretci deneyimi
parametreleri
Etkilesim Karma gerceklik, Sanal gergeklik | Artcode’lar ve Sesli bir agik Giyilebilir
Dijital duyusal artirtlmig gergeklik | gozlukleri Twitto uygulamasi kaynakli yardimec1 | teknolojiler yoluyla
araclar gibi dijital duyusal | araciligiyla aracihigiyla oyuncu, | teknoloji paketiile | kitle kaynakli veri
araglar kullanilarak | sanat eserleriyle | etkilesimli bir sergi | etkilesimli olarak toplayarak miize
miize deneyimini etkilesimi icerigi sunmaktadir. | ¢aligmaktadir. deneyimini
oyunlagtirmaktadir. | artirmaktadir. oyunlastirmaktadir.
Katihm Kullanicilarin aktif | Kullanicilarin Kullanicilarin aktif | Kullanicilarn aktif | Kullanicilarin aktif
Kitle kaynakl katilimi ile aktif katilimi ile | katilimu ile katilimi ile katilimu ile
veriler caligmaktadir. caligmaktadir. caligmaktadir. caligmaktadir. caligmaktadir.
Tletisim Tasarlanan oyunlar | Deneyimin Twitto uygulamasi Nesneler ile Uygulama
Sosyal aglar sosyal aglar sonunda ve Artcode’lar ile kullanici gonilliliik esastyla
aracih@yla kigisel | ziyaretciler gercek mekanda arasindaki iletigimi | topladigi kitle
miize turlar1 hediye | dilerlerse bu oynanmaktadir. gliclendirmeye kaynakli veriler ve
etmek ya da muzik | etkilesimin Ziyaretgilerden yonelik yardimei coklu dil paketleri
calma listeleri kendilerine alinan dijital bir ile ziyaretgi-sergi
olusturarak animsattig1 geribildirimler ile uygulamadir. iletisimini
paylagimli olarak kisisel bir calisan, eglenceli ve | Ozellikle gérme guglendirmektir.
dinleyebilme gibi hikayeyi sosyal etkilesimli bir engelli bireylerin
imkanlar aglar aracihigiyla | kurguyla iletisimi kamusal alanlarda
sunmaktadir. paylagabilmekte | gl¢lendirmektedir. sanat eserleri ile
dir. etkilesimini
saglamak adina
etkin bir yontem
sunmaktadir.
Dahil olma Fiziksel ve sanal Fiziksel ve sanal | Fiziksel ve sanal Fiziksel ve sanal Fiziksel ve sanal

Konum tabanl
hikdye anlatimi
velveya sanal
galeriler

ortami bir araya
getirmektedir.

ortami bir araya
getirmektedir.

ortami bir araya
getirmektedir.

ortami bir araya
getirmektedir.

ortami bir araya
getirmektedir.
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Kapsayicihik Sergi etkilesimini Geleneksel Sergi etkilesimini Gorme engelli Sergi etkilesimini
Erisilebilir dijital uygulamalar | olarak sabit dijital uygulamalar bireylerin sanat dijital uygulamalar
mekanlar ve oyunlar konumlarinda ve | ve oyunlar eserleri ile ve oyunlar
araciligiyla yalnizca gérme araciligiyla artirarak | iletisimini araciligiyla
artirarak mekansal | duyusuyla mekansal erisimi gticlendirmesi artirarak mekansal
erigimi deneyimlenebile | glclendirmektedir. baglaminda miize erigimi
guiglendirmektedir. | n eserlerini sanal mekaninin guglendirmektedir.
ortamda sarmal kapsayiciligini
olarak artirmaktadir.
deneyimle
imkan1 vermesi
ve sosyal
mecralarda
geribildirim
yapma imkani
sunmasi ile
kapsayicidir.
SONUC

Bu caligmada kapsamli bir literatiir taramasi ile miize mekanlarmin dijitallesme siireci ve miize deneyimi
kavramlar1 ele alinmistir. Buna ek olarak, kiimiilatif durum calismasi yontemiyle, son yillarda miize
mekanlarinda dijital teknolojiler destegiyle uygulanan oyunlastirma 6rnekleri incelenerek miize deneyimini
gelistirmeye yonelik bulgular elde edilmistir. Mekan algisin1 degistiren, yeni oyun alanlari1 agan, etkilesim
odakli ve katilimer sistemler ile miize deneyiminin eski yontemlere oranla dinamik ve kapsayici hale geldigi
gorulmektedir. Bilgi iletisim teknolojileri ile miize ziyaretleri, oncesi ve sonrasinda etkisi siiren genisletilmis
bir miize deneyimine doniigmektedir. Cagdas miizeler teknolojiyi deneyimi gelistiren bir arag olarak kullanip
eglenceli, etkilesimli, kapsayici, demokratik, diyaloga acgik, cok yonlii bilgi aktarimini destekleyen,
ziyaretcisinden es zamanli veri alarak siireci gelistirmeyi hedefleyen mekanlara doniismektedir. Bu baglamda
miize mekanlari ile kentli arasinda yeni iletisim kopriileri kurulmaktadir. Daha Gnce sanata veya miize
mekanlarina smirlt erisimi olan bireylerin erisimine imkan taniyan dijital duyusal araglar ile etkilesim ve
kapsayicilik artirilarak miize yapilarinin demokratiklesmesine katki saglandigi goriilmektedir.

Dijitalin gercek mekan tizerine katmanlasarak kullanilabilmesi miize ziyaretgilerinin deneyimini dijital
uygulamalar aracilifiyla yonlendirmesi adina yeni alanlar agmaktadir. Bu baglamda miize deneyimi oyuncu
uygulamalarla déniisiip degismektedir. Ug boyutlu baski teknolojileri gibi yeniden iiretim yéntemlerinin sanat
eserlerine dokunsal temas imkani vermesinin yani sira, projeksiyon haritalama ve sanal gergeklik uygulamalari
ile de sarmal deneyimler sunulabilmektedir. Artirilmis ve karma gerceklik teknolojileriyle gergek mekanda
hareketli ve {i¢ boyutlu olarak deneyimlenen dijital gorseller araciligiyla karsilikli bilgi paylagimi akilda kalici,
eglenceli alternatif sunum teknikleri olarak yayginlasmaktadir. Boylece sanat eserlerinin niteligi kadar
miizelerin sundugu deneyimin de donistiigii, ¢cagdas miize mekanlarmin klasik miizeciligin sahip oldugu kati
kurallardan arinmig birer eglence merkezi gibi isledigi goriilmektedir. Deneyim ve gosteri odakli miize
mekanlart her yastan ve kesimden kullanicinin erigebildigi ve bir baglanti kurarak dahil olabildigi etkinlikler
sunmaktadir.

Aragtirma sonucunda; miize mekanlarinda deneyimi oyunlastiran uygulamalarin dijital ekranlar gibi yaygin
teknolojilerin yani sira, sanal gergeklik, artirilmis gergeklik, karma gergeklik, dijital tat/koku arayiizleri gibi
dijital duyusal araglar ve sosyal aglar ile saglandigi goriilmiistiir. Bununla birlikte konum tabanli hikaye
anlatimi, kitle kaynakli veri kullanimi, sanal galeriler ve dijital uygulamalar araciligiyla erisilebilir mekanlar
sunulmasi ile miizelerin etkilesimli, katilimci, toplumla daha giiglii iletisim kurarak toplumu bilgi
tiretim/aktarim siirecine dahil eden, kapsayici mekanlar olma yolunda desteklendigi goriilmektedir. Miizelerin
o6grenmeyi eglenceli hale getiren alternatif bir miize deneyimi sunarak, teknolojiyi bu deneyimi desteklemek
amaciyla bir ara¢ olarak kullanan uygulamalarla miize deneyimini oyunlastirdigi sonucuna varilmistir. Bu
baglamda ¢aligma, miize mekanlarinda ziyaretgi deneyimini artirmak amaciyla kullanilan dijital teknolojik
uygulamalar1 ve bunlarin kullanim alanlarini analiz ederek olasi tasarim stratejilerine zemin olusturmasi
yoniiyle literatiire katki saglamaktadir. Ileride yapilacak olan ¢alismalarda, bu arastirmada sunulan

210



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

genisletilmis ziyaret¢i deneyimi parametrelerini destekleyen dijital uygulamalari, gelisen teknolojiler
baglaminda giincelleyerek giiclendiren, alternatif oyuncu kurgular gelistirilmesi alana katki saglayacaktir.
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Abstract

This research was conducted during Covid 19 Pandemic -when University Education was
provided online- as a part of the Design Studio | course for the first-year students of the
Interior Architecture Department of Maltepe University, Faculty of Architecture, and
Design in the 2020-2021 Academic Year. 62 students participated in this study. In the
study in which the empirical research method was used, semi-structured, and closed-
ended interview technique was used to analyze the design education, and design
principles approaches to the students along with demographic questions. For this purpose,
a written interview form consisting of 25 questions was sent. The data conveying the
design preferences showing the self-report scales obtained with the natural observation
method were tabulated with the qualitative research method. As a result of this study, it
was observed that the students were introduced to the concept of design for the first time
during their university years. It was determined that they had difficulty in understanding
the concept of design in the first stage of distance education, and then they showed
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improvement. Despite this, it was determined that as their experience increased thanks to
course applications, and discussions, their perceptions of the course content also
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Extended Abstract

Introduction: Humanity has experienced outbreaks of different diseases in the last century, and a new global epidemic
has struck. In March 2019, education was suspended for three weeks after the first case was reported in Turkey. While
most of the universities with infrastructure in Turkey are keeping up with this change, those without infrastructure have
started to look for equipment and applications that will allow them to provide distance education in the spring term of
2019-2020. Educational institutions preferred digital meeting applications such as Zoom, Blackboard, Adobe Connect,
Google Meet, Teams and Distance Education Centers of the University (UZEM). All universities decided to continue
distance education from the 2020-2021 fall semester. In the 2020-2021 fall semester, both students and lecturers tried not
to fall behind in education. This process was initially difficult for both parties: they had different experiences and tried to
adapt. According to Bitzer, the first online education platforms date back to the 1960s at the University of Illinois (Bitzer,
1986). Thus, virtual learning has gained popularity with the rise of the internet and the spread of personal computers
(Harasim, 1987).
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Purpose and scope: Thus, face-to-face education was suspended during the pandemic period due to the Covid 19 disease,
which emerged in March in the Spring Semester of the 2020-21 Academic Year. This research aims to investigate whether
students who have to start university with distance education have difficulty in understanding this course, which includes
design and its principles, and whether it contributes to the development of design perception. “Design Studio 1” is a 10-
hour course with 2 Theory - 8 Practice credits. In this course, students are asked to convey design principles by using
design elements and then create two-dimensional style organizations by using each principle. This course aims to improve
students’ abstract thinking skills by adding one more principle to their understanding of design. In this context, this
research includes whether students actively participate in the “Design Studio I” course or watch the recordings of the
course, how well they understand the content of the course in distance education, and how they evaluate their satisfaction
levels and design concepts. The problem of the research can be expressed as how students who stay at home instead of
going to school during the pandemic period deal with these two contradictory concepts and whether students can perceive
issues such as design and concept during the distance education period. The research covers the distance education process
that started online in the Fall Semester of the 2020-2021 Academic Year. In addition, this study was limited to 62 students
who took the Design Studio | course and attended the Department of Interior Architecture, Faculty of Architecture and
Design, Maltepe University, where the researchers were working. This study deals with the basic design topics of design
education in the first year of Department of Interior Architecture and inquiries design principles and design methods
based on a certain concept. In the context of distance education, the concepts of withdrawal and externalization, which
define the quarantine period of the study, were chosen as the subject of the study. In this context, it is thought that the
study will contribute to design education and the sustainability of this education with the distance education model.

Method: According to the meeting of Maltepe University Ethics Committee dated 25.12.2020, permission was granted
for this study with the decision numbered 2020/17-08. This research covers the group of students who had to attend
Maltepe University, Department of Interior Architecture, Faculty of Architecture and Design remotely in the 2020-2021
academic year. In this context, the theory and practices related to the learning of design principles and the development
of concepts in the Design Studio | course of the Department of Interior Architecture were explained to the students with
the distance education model. In this study, it is aimed to use the empirical research method, which is a qualitative research
method. A semi-structured interview form was sent to the students under the guidance of an electronic questionnaire.
There are 25 questions in the survey, including demographic questions, approaches to distance education, design
education, and design principles.

The Blackboard system, which was used by Maltepe University to support face-to-face education before the pandemic,
is an educational technology created primarily to support higher education. The system is an education network designed
to provide quality education and to meet the changing educational needs after the pandemic. In this period, students had
to start their university education through distance education and came across the design concepts in the education system
for the first time. In this context, by constantly sharing information, documents, and content with the students, the design
elements and principles were explained on a two-dimensional plane, and the students were provided to design with each
organization in each lesson and drawing correction discussions were held. The concepts of “Withdrawal” and
“Externalization”, which are thought to be satisfactory explanations for the current situation during the pandemic period,
were chosen within the scope of the subject, and the students were asked to create two-dimensional compositions with
design principles.

Findings and conclusion: According to the findings, the students who participated in this research encountered the design
concept for the first time at the university. Most of the students, who were highly and moderately satisfied with the
education, actively participated in online courses. In general, it has been seen that the most popular basic interior design
department materials are marker, rapido, and charcoal pencils. Although they are compositions created with two opposite
concepts, it had been determined that they prefer the same design elements, style, and organization. This shows that
students did not take risks while creating a design. It was determined that they had difficulty in the first conceptual study,
and that after their experience, the difficulty in the second conceptual study decreased. The recommendations for this
study are as follows: face-to-face design education is necessary, especially when creating the concept, but the use of data
loading areas in project revisions should be continued with online training. While providing face-to-face education,
different digital platforms can be used for applied courses.

Keywords: Interior Architecture Design Studio, Design Principles, Concept Design, Online Learning, Teaching under
Pandemic Period

INTRODUCTION

Humankind, who has experienced bacteria, and virus epidemics in the last one hundred years, is going through
a new global epidemic. Republic of Turkey Ministry of Health defines COVID-19 as;
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The New Coronavirus Disease, a disease occurred in the city of Wuhan, China for the first time towards the end
of December 2019 that causes pathogenies such as fever, cough, difficulty in breathing. COVID-19 was declared
as a pandemic by World Health Organization (WHQO) on March 11, 2020, when the first case was reported in
our country. (Ministry of Health)

It is known that COVID-19 infects people if they contact someone who has already been infected with the
virus. It was reported that people infected by COVID-19 have a wide range of symptoms, from dull to severe.
Today, in this period which has advanced communication, and accessibility opportunities, daily lives are being
decided on with its positive, and negative effects. At this point, the education, and production centers have
been significantly affected.

The first prominent factor when it comes to planning education in crisis/emergency situations such as pandemic,
migration, natural disasters is that these situations require creative solutions. Thus, this emerging situation
makes it compulsory for institutions, and decision-makers to think differently, promote creativity and make quick
decisions in order to cater for the needs of students, and educators, and to come up with various possible
solutions. (Bardakg1, 2020)

Upon the first case report in the world in 2019, and in Turkey in March, education was suspension for three
weeks at first starting from March 16, 2020; following this suspend, as the case increase started to affect the
whole nation, it was decided to switch to distance education. In Turkey, most of the universities with the
infrastructure could keep up with this change, but those that do not have the infrastructure started to look for
hardware, and application to provide distance education in the 2019-2020 spring semester. Educational
institutions preferred digital meeting applications to video chat with multiple users. Some of these applications
are Zoom, Blackboard, Adobe Connect, Google Meet, Teams, and Distance Education Centers of the
University (UZEM). As of the 2020-2021 fall semester, all universities started to continue education through
distance education. This emerging situation was described on Higher Education Council's official website as;

Our universities have shown remarkable effort, and most of them performed these actions in a short while.
Distance education starting dates are as follows: 121 out of 189 universities (64%) on March 23, 2020 (one
week after Higher Education Council (YOK) suspended education at universities), 41 universities (21.6%) on
March 30, 2020, 25 universities (13.2%) on April 6, 2020. While the total number of courses offered was 736.341
in the 2019-2020 Academic Year Spring Semester, the total number of courses offered within the scope of
distance education after the pandemic was 663.808. 90.1% of the courses in the Spring Semester was offered as
distance education. Live classroom practice is being used in 22% of the classes offered through distance
education. While live classroom practices were 53.2% "obligatory for every course™ at Foundation Universities,
this percentage realized at 29.1% at state universities. Live classroom practice realization percentages are as
follows: 25.9% in post graduate courses, 24.2% in doctorate courses, 22.1% in undergraduate courses, and
17.8% in associate degree courses. (Council of Higher Education)

Due to the extended face-to-face education restriction on higher education institutions, alternative methods or
development, and diversification of some current applications are considered necessary. Higher education
institutions have to immediately design an environment in which students can access course materials, content,
and homework that is easy to use, uncomplicated, and allows students to find whatever they need whenever
they log in. The content, and materials of the courses are different in distance education. This type of education
offers flexibility, easiness, and options to those who want to get education and includes more than one
formation. With the Covid-19 pandemic, an education environment wanted to be created by creating classes
with names such as live course rooms, etc. and lecturers had to transform the courses they usually prepared for
face-to-face courses into online courses. Another important point that has to be emphasized here is how these
students are involved in the process. Distance education must always offer alternative, and flexible
environments; it must focus on designing non-selective education environments and be student-centered.
Students can access course materials, activities, and homework even if they miss the course. At the same time,
a student who joins the courses can get an opportunity to establish effective, and constant communication with
the instructor in an online environment. In this online period which was experienced in the 2019-2020 spring
semester and continued in the 2020-2021 fall semester, both students, and instructors made an effort in order
not to lag behind the curriculum. This process can be defined as hard at the beginning for both parties: bringing
different experiences, and doctrines, but it becomes easier to adapt after experiencing it.
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Courses are processes that are on the weekly course schedule at the normal course time, but these time students
attend an online classroom instead of a physical classroom. The essentiality is that the university can offer
students easy, fast, and detailed access opportunities. At the same time, the university must prepare the aids
that can instantly support every physical education necessity of instructors on this different education platform.
In addition to this support, universities must also not ignore the support units that students, and instructors can
easily access when necessary. Higher Education institutions must gather data about the mentioned process.
Moreover, a higher education institution must be a bird-dog about the problems, and whether the support units
it had created can or cannot solve the students'/instructors' problems (problems about accessibility, course
design, and content creation, exam creation, academic development trainings, technological capabilities etc.),
and it must adopt a proactive attitude against problems that may occur instantly.

Higher education has also started to change/transform in this period. It can be seen that perceptions occurred
with the advantages, flexibility of communication opportunities of the new world, which was planned before
the pandemic have sped up. Higher Education institutions have adopted the following: management/leadership
concept, and to be able to have students achieve competences that have to be demonstrated in today's
conditions, to be able to develop today's competences accordingly, and to be able to reflect them on students,
and these are becoming increasingly accepted by everyone.

The first online educational platforms go back to the 1960s at the University of Illinois (Bitzer, 1986). The
platform was used until 1990s. This notion preceded the modern internet, and introduced many of the concepts
central to today’s online interactions, such as chat rooms, and online lectures (Bitzer, 1986). Other examples
of distant learning are college-by-radio at the University of Louisville (Dwayne & William, 1999), and
televised courses at DePaul University (Jason et al., 1987). Virtual learning gained popularity with the rise of
the internet, and the widespread use of personal computers. One of the first online courses for credits were
offered in 1984 by the University of Toronto (Harasim, 1987).

Since then, a number of open universities across the globe were founded championing, and advocating for the
distance learning methodology. Examples include the Open University of Catalonia (1994—to date) (The Open
University of Catalonia, n.d.), Jones International University (1999-2015) (Jones International University, n.d.),
and the UK Open University (1969-to date) (UK Open University, n.d.). (Ahmad et al., 2020: 166)

Purpose of the Study

Face-to-face education was suspended due to the Covid 19 disease that emerged in March in the Spring
Semester of the 2020 Academic Year, and this caused a compulsory transition to distance education. During
this period, many students who were getting ready for the university exam made their occupation selections,
affecting their future. This research aims to research whether the students who had to start university through
distance education were satisfied with the course, and whether this course contributed to the design perception
development.

“Design Studio I” is a 10-hour course with 2 Theory - 8 Practice Credits. In this course, the students are asked
to convey the design principles using design elements, and then to create style organizations in two dimensions
using every single principle. It aims to improve the students’ abstract thinking capabilities with the design
understanding they have developed by adding one more principle in every course. In accordance with these
aims, students were asked to make a two-dimensional design on “Withdrawal” and “Exteriorization” concepts
which are considered to reflect the pandemic process in a good way. Students have required to both question
the given concepts with this design, and conscientiously use the design element, principle, and organization.
In this context, this research is planned to be on whether students actively attend the “Design Studio I” course
or they watch the recordings of the course, and how well they can understand the content of the course in
distance education, their satisfaction level, and how they evaluate the design process with the given concepts.

Research Problem

For the first time in their lives, to learn a profession, students started to study interior architecture, a
predominantly practice-oriented department, in an online environment, and this situation constitutes the
problem of this research. How students who spend their school period at home instead of school during the
pandemic tackle these two contradicting concepts, and whether students can or cannot perceive topics such as
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design, and concept during the distance education period can be stated as the problem of the research. What
kind of relationship is there between distance education, and design education? Were students able to use
design titles in design, and concept studies?

Limitations of the Research

The first limitation of the research is that compulsory education had to be online in the Fall Term of the 2020-
2021 Academic Year. Education opportunities, and methods that have to be discovered, and developed support
this topic. In addition, this study was limited to 62 students who take, and participate in Design Studio I course
at Maltepe University, where the researchers work, Faculty of Architecture and Design, Interior Architecture
Department.

Scope

With this study, Interior Architecture Department's First-Year design education is addressed under basic design
topics, and methods of design are researched based on a certain concept with design principles. In the context
of distance education, it is considered that the study will contribute to the sustainability of this education with
withdrawal, and exteriorization concepts which define the lockdown period. In this context, it is considered
that the study will contribute to the Interior Architecture Department First Year design education, and the
sustainability of this education with the distance education model.

METHODOLOGY

This research; according to the Ethics Committee of T.R. Maltepe University, in Article 6 of the directive; is
in accordance with the principles such as devotion to scientific discipline, respect for life, not harming,
informing all concerned about possible harm, and risks, responsibility to humanity and society. Allowed at the
meeting The Ethics Committee held on 25.12.2020 to implement the research, which forms the basis of the
publication, with the decision number 2020/17-08. This research includes the student group that enrolled in
the Interior Architecture Department, Faculty of Architecture and Design at Maltepe University in the 2020-
2021 Academic Year in which face-to-face education continued because of technological shortcomings, and
has to continue their studies through distance education with the effect of the pandemic that started in March
2020. In this context, theories, and practices regarding learning design principles, and developing concepts
covered in the Interior Architecture Department Design Studio | course are taught to the students through the
distance education model. Within the scope of this research, it was aimed to use the empiric research method
which is a qualitative research method. Semi-structured interview form which will be directed with an
electronic survey was sent to the students. There are 25 questions in the questionnaire, including demographic
guestions, approaches to distance education, design education, and design principles.

Participants

This research includes the students who have spent the Fall Semester of 2020-2021 Academic Year with the
Covid-19 pandemic, and who took the university exam, and got into Maltepe University Architecture and
Design Faculty Interior Architecture Department or got into the department through lateral or internal transfer.
This research aims to evaluate 62 students between 18 and 20 who took the Design Studio | course that was
ongoing in this period. This research specifically on those 58 students who are receiving university education
for the first time, and who have to take the “Design Studio I” course, one of the most important courses of the
first grade in the interior architecture department that has intense applied courses.

University Exams and Interior Architecture Department

As we faced an emergency with the start of the pandemic period, rapid transition to distance education, and
subsequently, usage of distance education methods by both instructors and students allow them to have a
crucial experience. Performing teaching, and learning actions in distance education form was good for students,
and instructors. After that, if we act with consciousness and based on experience, it is anticipated that the
courses can be given by correcting the mistakes made at the beginning. The predominant positive sides of
distance education show up by eliminating the problems that have been faced in time. It is considered that
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distance education could be necessary for the universities which meet the foreseen needs, and distance
education itself could be necessary for education after the pandemic. Universities received positive feedback
regarding reasons such as easy archiving, homework accumulation, easy-to-make exams, insufficient
classroom solutions, prevention of paper waste, decrease in instructor needs, etc., and they tried to carry
coeducation decisions into effect with regulation and senate decisions. Continuing the togetherness in online
environment with human contact is important today. According to Karasar;

With the usage of the internet in education, traditional student, and teacher concepts have changed; now they
have the names learner, and facilitator. Students' role is no longer obtaining the information that is presented
to them, at the same time, their role is to search, and find information, make it usable in daily life, and benefit
from it. Thus, concept of “lifelong learning” found itself a strong ally. Thanks to this, a large part of society can
become lifelong learners in a short while. With the internet, the concept of “place” becomes a concept that does
not determine whether or not to benefit from education services. Because on the internet, “‘somewhere” is
“everywhere”. ““Localization” which is adhered to in curriculums is about to vacate its place to ““globality”” or
“universality”” concepts. (2004: 120)

While the education process gets transformed during the distance education process, institution policies such
as exams, exam duration, grading, homework, project evaluation, and durations have to be designed in
discordance with face-to-face education (Bozkurt, 2020: 6). When the final exam time comes, students are
able to find the topics that have been covered up until the final exam on a single page which acts like an archive
that includes theoretical, written, visual information, and course recordings, and this can be determined as an
advantage of distance education.

As of the 2019-2020 spring semester, those change rules were set out for the interior architecture department
with similar regulations. Distance education which was partially provided in previous years has become
widespread as a practical solution. After completing the spring semester by gaining experience in distance
education, university, students, and instructors started the 2020-2021 fall semester more prepared.
Accordingly, universities that primarily addressed problems that occurred in previous semester such as lack of
equipment are getting much better, and positive results. The interior architecture department is known as a
department that requires excessive discipline and attendance as practice courses gain importance in addition
to its theory-based courses when the education program diagram of all universities in Turkey is considered.
While this is the situation in face-to-face education, it must not be tackled differently way in distance education.
Student participation is a present necessity even in distance education especially in project, studio, and
workshop etc. courses that have considerable practice hours and are mostly practice-based. Designs can be
brought to a certain point only with exchange of ideas with the instructor throughout the semester. When the
learner and edifier provide the necessary technological capabilities, and when the instructor uses visual
elements frequently to assist the lecture, and shows sample projects, etc., during online distance education,
there will be no difference between this education model and making corrections face to face. At the same
time, only one student can understand and learn from his/her mistakes while the instructor checks the student's
project, but in distance education, all students can see their projects and analyze the mistakes better. This
situation produces more effective and positive results for the student. Interior architecture education can also
be adapted to distance education when equipment and technology are sufficient. Also, the students who had
problems about obtaining materials due to problems such as long curfew hours at the beginning of the
pandemic and stationeries being closed etc. were tolerated. Accordingly, a student who does not attend or listen
to the course even in distance education cannot learn something from the course and cannot be successful in
any education model. Because the final product that emerges here and the stages that the final product went
through until its final form is important for interior architecture education.

It is of great importance for an interior architecture department student to develop himself/herself in different
fields and to know those who have gained experience and could be his/her colleagues in the future.
Accordingly, thanks to the online system, they seized the opportunity to invite the people they want to the
classroom environment no matter where they are with an organization (jury, in-class correction, inviting people
to course etc.) made by the lecturer. This is also a preliminary preparation for future organizations. Also, in
the period of face-to-face education, it is possible to arrange a meeting with someone from any part of the
world.
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In the light of the experience that was gained in time through the mentioned situation, it is required for an
instructor to continuously develop himself/herself by considering the possibility of continuation of this
situation in the next track and the instructor has to think about how he/she can be more efficient for the students.
The instructor has to rearrange the curriculum according to what this period brings, the courses given and the
courses to be given. It is predicted that the instructors and students who can exert this discipline, regardless of
the academic unit, can spend this time becoming more efficient and successful.

Design Studio | Course Fall Semester Content

The discipline of architecture and interior design education are known to associate themselves with the design
studio approach. The terminology design studio refers to both the implemented pedagogy and the physical
environment. (Ahmad et al., 2020: 165)

In Design Studio I course, it is ensured that students' two-dimensional expression skills are developed by giving
particular importance to abstract concepts and design elements such as line, style, form, color, and texture
which are tackled with more complex phenomenon at the beginner level of basic design principles, starting
from dot. The general purpose of the course is to develop creative power and aesthetic sense and to teach the
definition of space, basic concepts, and general principles of design. By providing theoretical and applied
education two days a week for ten hours from the first week of the course till the end of the semester, it is
ensured that the fictional studies that were created through sketch, presentation board preparation, and on a
certain theme are evaluated repeatedly by Q&A and commentary. Also, the final step of the process is taken
with approaches such as a tendency to achieve expressions from different aspects by inspecting the presentation
boards that the student has developed by changing the presentation boards repeatedly through student practices
which change according to the topic in every course through student implementations such as creating texture,
color, background plane. Model practices for the perception and expression of two-dimensional practices as
three-dimensional studies are tackled with towards the end of the semester. The purpose here is to initiate the
first structural perception by sizing the design which was made in abstract concept while overseeing space
setup, human and other factors. Uluoglu (1990) determined these features in her study on design studios as
follows.

Design studio is the most important indispensable part of architecture education.

No matter who teaches design, design is learned by designing.

One-to-one meetings and criticizing are the education methods in design studio.

As information on how to design is received from the coordinator, the coordinator assumes the essential role.
(Uluoglu, 1990)

Basic Design Elements and Design Principles

The basic design principles and the elements that determine their substructures are being used as an expression
method in the visual compositions required to be created. The designer's age, education, culture, impact of the
environment on him/her, his/her psychology, mental, intuitional approaches, imagination, expressiveness and
ability to express are a factor when reflecting a developing idea on paper. Every designer’s approach can vary
according to his/her personal point of view and mental activity to the extent of his/her perception in terms of
tackling with approach and setting.

Design elements that constitute the design are based on the explanation of the stylistic setting that the designer
put forward, design process and indication of the effectiveness of certain concepts created in the designer. The
first element creates that indication is dot. The purpose of using the element of dot in a composition is a locator
with the effect it gives. It is a dimensionless design element that has no width or length, and its height cannot
be measured. Dot is highlighted with the intensity distribution blotch rate of its spaced or frequent placement
on a drawing plane and creates a line or a surface if it is made with equal intervals (Yilmaz, 2009: 27). Line is
an essential form of expression for designers. It is used as a means of manifestation tool to express purposeful
and purposeless thought and feeling that cannot be expressed verbally. Different variations of line can be
created with different materials and infinite tools (Oztuna, 2007: 59). While lines that are rounded, circular,
curved, and do not have hard edges have soft effects; straight and horizontal lines signify stillness, inactiveness,
and refreshing; thick broken and intersecting lines, lines that are vertical when compared to horizontal or
traverses that disturb parallelism, and contra-directional ones create dynamic effect (Ozol, 2012: 63).
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Style which is another topic of design elements is a tool, technique which was developed to construct the
surface as two or three-dimensional as a visual element which was created by turn and curves gathered by the
multiple line that indicates the existence of objects (Atmaca, 2014: 51). It gains value with the effectiveness
of line and color while it creates the definition of form with its sizable, blotchy state, it can be spotted with its
symmetric, asymmetric, organic, inorganic, artificial etc. state (Incearik, 2011: 24).

The repetitive effects of similar perceivable sensory manifestation on the faces of the internal structure features
of all beings in nature are called texture. Texture can be distinguished with its physical structure such as
opaqueness-brightness, adverseness, unevenness which can be identical or different. Copying the textures in
nature or the effort of creating the new independent of them, emphasizes the aesthetic approach to creations
(Ozol, 2012: 210). For texture designers, it is a tool of which different versions are used in composition to
increase perceptual selectivity without changing the color or tone value (Oztuna, 2007: 88).

The sense created by light rays reflected from objects in the eye and can be perceived by the eyes and brain is
called color. Colorful rays that are decomposed as red, orange, yellow, green, blue, dark blue and purple by
the refraction of sun light which consists of seven different colors on a glass prism is called spectrum. When
all colors composing the spectrum gather, they create the color white; if there is no ray, the color black is
created. Design is also attractive because of its numerous effects that it creates on people and its meaning
power in a composition (Yilmaz, 2009: 31). Paleness, darkness levels of surfaces are called tone value, lighting
level of light on objects is called tone (Atmaca, 2014: 23). All topics such as dot, line, surface, style, form,
texture, color, and light create the design elements. Conscious usage of the design elements on the surface is
realized with design principles and formal organization topics.

While the Turkish Language Association defines the concept of influence as a set of results, reactions, events,
a reason for perspectives to occur, the impression made on someone; the visual effect is the conception that
we have with an external stimulus that the environment provides, and reaction is produced as the reflection of
feeling and thought as a result of mental activities an individual stimulates. While it is a factor in perceiving
the messages obtained by the sense of sight, it is a power for inference. The theory in which the effect which
was created when the parts that create the entirety itself is perceived is called Gestalt. Wertheimer developed
closeness, correctness, similarity, cloudiness, continuity, symmetry, motion, experience factors of the theory
which are about perception (Aydinli, 1992). According to the Turkish Language Association's definition,
words we use to talk about the concepts and creatures whose existence cannot be defined with one of the
receptors, but whose existence is known by belief and feelings are abstract; the exact opposite of this word
which describes the things that we can perceive with feelings and whose existence can be proven are concrete.
In studies which have high visual value and can evoke the audience’s feelings and thoughts and in which
stylistic abstract and concrete expressions are included basic design principles are visual effect tools, and their
definitions that describe the activity of each one in the composition are briefly as follows.

Design principles can be collected under 5 topics (Figure 1). One of these principles is balance, which is the
fictionalization of the bond between object, style, color, texture, direction, gap, and measure that are the factors
in the addressed artistic study in a harmony as a visual effect (Atmaca, 2014: 70). Balance, which is also a
principle of nature, is divided into two variations by defining the free placement of elements such as symmetry,
dark-light, rounded-cornered, big-small, curved-straight, horizontal-vertical, few-many, full-empty etc. that
conflict with each other and have differences between them in terms of color, style, harmony in a composition
(Y1lmaz, 2009: 36). Integrity is the name of the unity that is created by the concourse of harmony and variation
rates of elements that create the composition. The most important factor in the creation of unity is that there is
an aesthetic connection between each part that has an indicator in its principles such as conflict, balance,
sovereignty, variety, and coherence (Atmaca, 2014: 86). While the factors that also allow us to focus on the
design have the same style, size, texture, color, and explicandum create the aesthetic bond, they also prevent
the untidiness and unnecessary emphasis in the composition while creating the aesthetic bond (Becer, 2002:
72).

221



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

UYUM | HARMONI PROPORSIYON | ORANTI

RITIM TEKRAR SUREKLILIK ORAN PARCALAR

BOYUT
®e o000 | ]
O | @ Py h .
* ' X X ] I

DENGE HAKIMIYET | VURGU

SIMETRE ASIMETRI RADYAL FORM RENE BOYUT

(X ] ® A (X ] o0 o0 P
oo 00 oo om e e ome® eeoo® -._-

[ N ® * [ X o000 o000 toue

HIVERARS! BENZERLIK & KARGITUK
AGACLAR KUMELER KALINLIK K & KO K
— @ — ] SAAAAS
1 - . e

i ——— YT Yy — @ AN od |
L — 4 & ° .
- . o —

Figure 1. Basic design principles

The principle of hierarchy is a bridge that connects two opposite points to one by changing the rate, color,
texture, style, or direction with the determined importance level according to the elements included in the
design and the qualities of the desired factors emphasized. The mass media is an approach designers use to
draw attention to the points they want to emphasize in their art practice; when it is insufficient, it cannot be
transmitted to the audience and cannot direct the audience to interpretation (Oztuna, 2007: 44). The concepts
of ratio and proportion are tried to affect the indicative value of the perception, which is related to each other
in terms of the size and size used in the arrangement of a composition. Positioning the elements placed in the
composition much larger and more dispersed than necessary, and inaccurate placement of the size, tone, stain
and shadow of the narrated elements will create an extremely wrong expression (Yilmaz, 2009: 36). If a correct
calculation is made between the objects and the proportion and size are created, the accuracy and artistic quality
of the work will increase (Atmaca, 2014: 94).

In design principles, contrast is the placement of elements that are different from each other in terms of visual
and color quality to make the design recognizable at first sight, to make it more interesting than it is, and to
make it eye-catching (Williams, 2008: 13). Dominance, alias emphasis is the process of bringing something
into prominence with different methods by determining the visual perception order of parts that are gathered
in the practice, and if the audience do not keep looking and enjoy the emphasized parts, then there is a visual
distortion (Oztuna, 2007: 37). Movement is a design principle that allows for transition follow-up by observing
elements such as line, form, style, and curve from one point of the work to another when one looks at the
composition as a whole and aims to let the audience spend more time while looking at a visual than usual by
making the design unstable (Erdogan, 2019). The rhythm, which is an element in which the movement in the
application is felt and what is wanted to be emphasized is reflected in the whole design, creates visuality by
evoking the movement with the regular repetition of the elements or motifs followed. Appeals to the eye and
affects the viewer by providing visual continuity in the design (Reardon, 2004). Repetition is the usage of
fictional similarity by placing background, photograph, graphical shapes, and lines in the same way or closely
to provide continuity and integrity in the design (Erdogan, 2019). The movement that is pointed out by the
entirety of dots and lines that are directed on the design which is created in compliance with the message which
is desired to be given by the designer to the audience is called direction (Becer, 2015: 62). Harmony is the
coherence and similarity of the interaction of elements and independent parts that create a composition, and
concord is the bond that is developed in accordance with the integration factor in order to be able to perceive
the factors that are repeated in a practice as a whole (Ocvirk, et al., 2015: 49). Even if there are contrasts in the
work, linear approaches that have the quality to create the visual and parallel harmony between the measures
and value that affect the design that was created, and similarities of linear approaches in terms of style, color,
texture, direction, gap, and style make concord stronger (Atmaca, 2014: 78). Unition of design elements and
design principles can create a visual composition. The idea of forming this unity creates the design itself
(Figure 1). Modern design educational principles advocate for combining arts with up-to-date practices
(Nerdinger, 1985), through a range of learning methodology that brings together lecture courses (theory) and
workshops (practice) (Gropius, 1965; Gropius, 1968).
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Formal Organizations

To make any conscious design, formal organizations have to benefit while design elements and principles are
used together. Formal organizations can be explained under 5 main topics. Central organization can be
described as the first arrangement that is involuntarily used by everyone who has not received design education.
Central organization occurs as a result of having geometric or organic style that is being used right in the
middle of the composition. Second and third group styles do not spoil the grouping in the center expression by
being around the styles which are also around the center. Central organization usually has symmetry, but, if
required, another center can also be achieved by moving it to a different point of the central composition.

Linear organization, as its name signifies, can be expressed as the arrangement of the styles that are on a linear
shaft. This linear order can be made of different systems that are composed by increase and decrease in a
consecutive system. Also, the designed linear order can be created with a certain parallel repetition, a diagonal
rhythmic order or the ray effect.

Central Linear Organization ~ Radial Organization  Clustered Grid Organization
Organization Organization
l 1 oo oo
— 0 29800 - :.. oeoe
i P [ ® e e

Figure 2. Formal organizations

The radial organization is an arrangement in linear expression like a sun ray that comes from any center of
choice. Focal point of the radial organization can be in the middle or on the edge of the designed composition,
and it can even be outside of the composition. Cluster organization can be formed with the grouping of close
and similar styles in different sizes or by having common similar features in textures. Group numbers and
features can be improved in this organization in concern with the design ability and liking of the designer.
Finally, grid organization can be defined as a quadrature or grid system created with certain intervals. Squares
or grids used in this system constitute a base for the system which will be used as reference lines, and they can
be fictionalized with similar intervals or arranged consecutively. Also, the arrangement can be parallel in
horizontal order or can be considered diagonal. Formal organizations make it easy to tackle with intuitional
approaches in the arrangement of styles which are a product of thought in a logical framework (Figure 2).

The Process of Creating Concept and Design Product

Essentially, design is a mental prior condition for every conscious event. Design is a must in order for a
conscious event to take place. It uses all kinds of opportunity of cognition as it has cognitive quality. As design
improves, emotionality styles (imagery), categories of mentality (concept) and reasoning ability starts to
transform into founder quality (conditional and limited) from its arranger quality, in other words, the quality
that requires unconditional existence. The existence of concepts in design is dependent on the application of
the rules derived from simple to complex relationships (Koémiirciioglu and Altas, 2003: 16).

According to Celik and Aslan, the interior architecture design course's content is being discussed to search for
answers to four concepts. These are reasoning / concept development, discussion / criticism, questioning /
analysis and evaluation / design. The product of all these concepts creates the mental processes that include
obtaining design information and to be able to use them and contribute to design method. However, these
mental processes are not technical and practical usage of design knowledge oriented; they are thoughts that are
creating a style oriented. In short, it is the discussion on how to achieve original way of thinking (designer
thinking) (Celik and Aslan, 2012: 57-58).

One of the most important aims of design studio course is to direct student to abstract thought and thinking
conceptually. Here, the aim is to make student realize that he/she has to make conscious choices and
organizations while applications are being interpreted accompanied with an instructor. In this process, the
student learns how to intellectually address the style and arrangements that he/she chose instinctively.
Criticizing is a crucial factor as a transfer method in conceptual approach fiction of design studio course. It has
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a structure based on sharing an idea for helping the designer in the direction to follow and instructor's and
student's deed in moving forward on the same road. Supporting the development of mentality with Q&A
practice is crucial in producing idea and formulating concept deeds. Realizing, questioning, thinking, learning,
adoption and analysis can be presented as the stages that student has to pass in the applied stages. Students
who cannot still internalize the transfer language at the stage in which conceptual references are transformed
into design proposal, use their basic abilities to generate their design ideas and their intuitional or analytic
decisions that they make in this process directly affect the targeted spatial practices in the design course.
Determining the effect of the concepts taken as reference on design tendencies through student remarks allows
the inspection of the design processes allocated for concept representations (Tlrkmen, 2020: 246).

FINDINGS

Maltepe University is an institution that was using today's communication opportunities before the pandemic
and it guides both its instructors and students and when the pandemic started, it easily switched to distance
education without any problems as it has a strong infrastructure. It supported this issue with webinar trainings
and meetings such as training of the trainee in order for its students to get a complete education by improving
the same infrastructural system in the 2020-2021 Academic Year Fall Semester. The Black Board system,
which the university used before the pandemic to support face-to-face education, is an education technology
created primarily to support higher education. The system was created with the aggregation of thorough
education understanding and technology. It is an education network designed to supply quality education and
meet the educational needs that have changed after the pandemic. This study was carried out Black Board
education network within the 2020-2021 Academic Year Fall Semester. In this period, students had to start
their university education through distance education and came across the design concepts in the education
system for the first time. In this context, students were allowed to design with every principal organization in
each course by explaining design elements, and principles one by one on a two-dimensional plane by constantly
sharing information, document and content with students and drawing correction discussions were held about
the topic.

After tackling with all design principal topics, it was deemed suitable to choose topics that reflect the current
time in the abstract when the current time and design function considered. The “Withdrawal” concept,
considered to explain the current situation during the pandemic period satisfactorily, and the “Exteriorization”
concept, which is being dreamed about, were chosen as part of the topic. Students were asked to create two-
dimensional compositions by maintaining these concepts, design elements, principles, and visual organization.
Withdrawal concept was considered appropriate when it is considered that the living spaces of students have
become a classroom and most of these students who have recently attended to university have to stay home
within the scope of the curfew order for younger than 20 years. After that, the second concept, which describes
the transformation of the lives of these students, who will produce designs on a two-dimensional plane by
tackling the withdrawal concept into normal, was introduced. The design in which students tackled with the
withdrawal concept and return of the social life opportunities that students dream about with “Exteriorization”
concept was expected to be designed by the students with opposite point of view and organizations more
different than its factors, elements, and principles. According to the Turkish Language Association Dictionary,
“Withdrawal” is expressed as being bored or being buried under (TDK). “Exteriorization” means getting out
from a closed place. Sixty-two students taking the Design Studio | course participated in the design process,
which was made with concepts considered appropriate in explaining the pandemic period. 61.29% of these
students are women, and 38.7% are men.

The 2020-2021 Academic Year started with distance education at all universities due to the pandemic.
Therefore, the students who usually change cities for university education did not feel the need to change their
cities because of the distance education decision. Out of 62 students who take Design Studio | course, 6.45%,
a very small portion, changed their cities for university education just in case. 67.74% of these students did
not change their cities, and 25.8% stated the need for changing their cities when face to face education begins
(Table 1).
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Table 1. Did you change your city to receive your current university education?

50 42

16
0 | = |
Yes No will have to change my ity

when face-to-face education
starts

87.09% of the students who participated in the survey are high school graduates, 12.9% have never studied at
a university before (Table 2). It was determined that the students who have been to university before are
associate degree graduates of design departments such as interior design, restoration, and architectural
restoration and 1 of them made lateral transfer from the interior architecture department. Except for the 4.83%
of the students who received associate degree education, 95.16% had never previously received design
education before, and they come across the design concept for the first time (Table 3).

Table 2. The school you went to before your university Table 3. Have you ever received education current

education? regarding design before your current university
education?

60 >4 100

40 >9
50

20 8 3

0 —1 0 —

High school University Yes No

Within this scope, a question regarding how these students who have to receive courses regarding design in
distance education format were affected by “Design Studio I” course was asked. Most of the students, 38.7%,
stated their indecisiveness by answering the question as neither satisfied nor dissatisfied. As the other majority,
32.25% emphasized that they are satisfied. While a small portion about 8.06% indicated they are very satisfied,
a substantial percentage about 14.51% stated they are dissatisfied and also, a not to be underestimated group
of students about 6.45% stated that they are extremely dissatisfied (Table 4). 87.09% of these students actively
attend online courses. 12.09% stated that they watched recordings in a different time period after the course
(Table 5).

Table 4. How did it affect you to get design education Table 5. Do you attend the online courses or do you

online? watch the recordings?
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Certain negative reflections of distance education in which students have faced many difficulties on the
perception of design concept is envisioned. The question asked within the design understanding which
continues according to the table shown in Table 6 and in the online course provided through education network
is do you feel yourself developed towards abstract thinking. 51.61% of students said yes, 30.64% said strongly
agree. 3.22% said disagree and 1.61% said strongly disagree while 12.9% stated that they were indecisive.
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Table 6. Do you feel that you have improved yourself about design or abstract thinking thanks to your currently
ongoing education?

- 32
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Strongly agree Agree ndecisive Disagree Strongly disagree

Different drawing and design materials are used in architecture department which is an applied discipline.
Especially in face-to-face education, a lot of different techniques such as how to hold a ruler, pencil usage etc.
can be shown to the student and also, false use can be corrected instantly within the workshop environment.
However, in distance education, students had to discover material and usage technigues on their own. They
were asked which materials they used the most during this period. Students were allowed to mark more than
one option, and their preferences are as follows: 26.53% used marker pencils, 23.46% used rapido pencil,
20.4% used charcoal pencil, 13.77% used colored dry pen and 11.73% used collage method which is known
as the cut and copy method. Data on other preferred methods can be seen in Table 7.

Table 7. What visual expression materials do you prefer while creating a design in Design Studio | course that you are
currently taking? (You may choose multiple options)

The first concept that students were asked to design in totality of design and concept relationship was
“Withdrawal”. While thinking through with this concept, 33.96% of the students primarily chose design;
28.3% chose line and 21.38% chose color in their design element preferences. In the context of withdrawal
concept, square is a commonly used shape with 33.05% and subsequently circle with 29.66% and triangle with
23.72%. 38.33% preferred central arrangement in formal organization usage. Subsequently, it is seen that radial
arrangement is preferred with 17.5%, and grid and linear arrangement is an equal reason of preference (Table
8). In the context of design principles, while the students who tackled with withdrawal concept used coherence
factor, 37.5% did it with repetition of shapes principle. It is seen that 49.33% preferred asymmetric balance to
create balance principle. While creating hierarchy principle, a great majority, 60.56%, used different
thicknesses and to create proportion principle, 54.21% did it by creating dimension differences. Finally, in the
context of dominance/emphasis principle, 49.45% preferred to emphasize mostly with dimensional quests
(Table 8).

Table 8. Preferred design factors while designing the withdrawal concept
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The process was not easy for the students who started to think design oriented with a concept for the first time.
Thus, after the practice, they were asked whether they had difficulties or not while designing with the
Withdrawal concept. Those who expressed themselves by saying | had difficulties and 'neither had difficulties
nor had no difficulties equal at 29.03%. Percentage of | had a lot of difficulties, and | have not had any
difficulties is quite low (Table 9). In this context, it was observed that 33.87% of students, which constitutes a
great majority of the participants, had difficulties in the first concept practice.

Table 9. While designing the concept of “Withdrawal”
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After the first conceptual design process, students were asked to think on the “Exteriorization” concept and to
enter the process. In this process, discussions were held on the unity of design elements, principles, and
organizations by making corrections time and again. Whole of design factors which were preferred within the
scope of the “Exteriorization” concept were presented in Table 10. According to the table, design element
choice of the students who had the opportunity to select multiple options are as follows: 38.77% preferred to
use shapes, 25.85% preferred to use lines and 21.08% preferred to use color. Among the used forms, 34%
chose rectangle, 33% chose circle and 23% chose triangle. Central organization was chosen with 45.45% when
the question which organization did you use asked. Subsequently, following preferences are seen: radial
organization with 18.18% and grid organization with 13.63%.
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Table 10. Preferred design factors while designing the exteriorization concept
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When we looked at how the students use design principles while designing with the "Exteriorization™ concept,
it can be said that they tried to achieve coherence in the design with the following topics: 37.36% repetition,
31.86% continuity and 30.76% rhythm. In the context of concept, 42.66% of the students tried creating
asymmetric balance and 36% tried creating radial balance. Within the scope of the hierarchy principle, a great
majority of the students, 64.61%, composed it again with the thickness principle. It was determined that
47.05% formulated the proportion principle with dimensional quests and 50% laid stress with dimension
differences within the scope of the dominance principle (Table 10).

Table 11. While designing the “Exteriorization” concept
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After the 2nd Concept practice, which was conducted in Design Studio | course, we asked students whether
they had difficulties or not while using elements, principle, and formal organizations in concept production. In
this context, those who said they did not have difficulties and those who are indecisive said they neither had
difficulties nor had no difficulties and also, those who stated that they had difficulties have the same percentage
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at 27.41% (Table 11). Student practices for the tackled concepts within the scope of the course can be seen in
Table 12 and Table 13.

Table 12. Visuals of the studies done for the withdrawal concept
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able 13. Visuals of the studies done for the exteriorization concept

(YTTIYIX ]

ssenee
L]

4

.L,a-}:-
y o

| ]

»

[ ]

»

[ ]

® @

cos®”

......

=.

230



IDA: International Design and Art Journal I)K
Volume: 4, Issue: 2 / 2022

RESULTS, DISCUSSION AND SUGGESTIONS

In this study, conceptual applications related to the distance education process and design processes were made.
Criticism sessions were held through applications in live courses and semi-structured questions were asked
through electronic survey. In this context, there are 62 students who attended the course and survey study. A
great majority of these students who participated in the survey within the education system which continued
for one year through distance education did not change their cities. 1/4 of the students stated their necessity to
change their cities when face to face education begins. It is inferred that those students are not in the city of
Istanbul where the university is located. Most of those 1st year students who are between 18 and 20 are high
school graduates. A small group of them has never studied at university before. It was seen in the survey
answers that those students studied departments related to design field. Therefore, the same small group of the
students, who said yes to the question have you ever received design education before, consists of the same
students. The majority which consists of high school graduates came across the design concept for the first
time at university.

Students had difficulties while getting used to the system in the fall semester which was the first semester of
distance education process. Therefore, within the scope of the topic, majority is seen indecisive when they
state their education satisfaction level, and the secondary majority is seen satisfied. Most of those students who
are highly and averagely satisfied with education, actively attended the online courses. A small minority
indicated that they followed courses through recordings. Percentages of those students and the minority of
students who are not satisfied with education are equal. Therefore, it is clear that watching recorded courses
of the interior architecture department which is especially based on design, application and corrections is not
appropriate for this department and thus, dissatisfaction increases, and students fail to understand the courses.
It can be understood from the positive answers of more than half of the students who attend the courses that
they have improved themselves on abstract thinking. In the richness of design materials, students made their
own design discoveries during distance education. In this context, it was observed that the most popular basic
interior architecture department materials in general are marker, rapido and charcoal pencil. Students’ element,
principle and formal organization preferences were tackled within 2 dimensional compositions created with
“Withdrawal” and “Exteriorization” Concepts that were chosen in design and concept relationship as a tribute
to the current period. In this context, the students who were asked to think on these two opposite concepts were
again expected to choose opposite design tools such as style, organization etc. As the result of the practices
and survey, it was observed that the students again benefitted from the same shape, line, color etc. In this
context, it was observed that the most popular shape in both concept practices was square. It was determined
that they mostly choose central arrangements and radial arrangements under the formal organization title.
Although they are compositions created through two opposite concepts, it was determined that they choose the
same design elements, style, and organizations. This shows that students do not take risks when they create a
design.

When the visual compositions that are created for the “Withdrawal” and “Exteriorization” concepts tackled
under the design principles title, it can be seen that they create the coherence element with the repetition of
shapes, they create balance with asymmetry, they create the hierarchy principle by using different thicknesses,
and they use the proportion and dominance principles with dimensional quests. Only an internal orientation in
the withdrawal concept during the creation of shapes in organization can be seen; and in exteriorization
concept, continuous repetition of the shapes towards the outwards of the composition can be seen. As a result,
it was determined that the 62 students who received design studio | course in distance education format in
interior architecture department in the 2020-2021 academic year prefer the same element, principle, and
organizations when they tackle with two opposite situations. While the percentage of the difficulty that the
students faced in the first withdrawal concept practice was high, balance was seen in the difficulty percentages
in the secondary conceptual design process. As the students are in the first semester of their education life, it
is normal in terms of the difficulty percentage development of them. Although practices were done on two
different opposite concepts, similarities were determined in this process.

With this research, it can be expressed that at the end of the distance education process, most of the students
are trying to improve themselves on their professional education awareness, and they somehow try to verbally
express themselves in the courses. Although there are students who do not always attend the courses and state
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that they watch the recordings, it is considered that their statements about falling behind in this applied
discipline and not being able to improve themselves creates a negative effect in their participation in education.
Also, students' tendency to abstract thinking and their familiarity with it was clearly seen. If the narratives are
summarized in this direction,

»  Students first met the concept of design during their university years.

» In the first stage of distance education, they had difficulty in understanding the design title, then their
adaptation increased.

e They had to familiarize themselves with the design materials.

» At the end of the term, their understanding of abstract concepts and their satisfaction with distance
education increased.

e It has been determined that they use the same design principles while working on two opposite
concepts.

» It was determined that they had difficulty in the first conceptual study, and that after their experience,
the difficulty in the second conceptual study decreased.

It would be appropriate for the educators who are responsible for the management of the courses to conduct
studies on online education and its derivatives with more students and educators. Considering the outputs of
the study, the following suggestions can be made;

e The necessity of face-to-face design education, especially while creating the concept, but the use of
data loading areas in project revisions should be continued through online education.

* While applying online education, different digital platforms can be used for applied courses. The
communication between the instructor and the student can be strengthened with the methods that
require short-term practice and expression that can keep the perceptions of the students awake for a
long time in front of the screen.

« Psychological problems, difficulties in material supply and learning problems were experienced by
students who had to take online courses for the first time during the pandemic period. It is necessary
to continue the supervision of the digital materials that students can access in terms of strengthening
the communication of educational institutions, uploading documents using data systems used in
distance education, especially theoretical information.

«  While the communication between the student and the educator is encouraged in online education,
cooperation between the students should also be ensured. When using active learning techniques, this
communication should be supported with feedback. While managing the timing of the tasks assigned
to the student well, it is necessary to prepare them for the inferences that can be drawn in a certain
time.
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Abstract

This study was carried out to investigate the impact of spatial configurations of a complex
hospital plan on individuals' wayfinding performances on the basis of a human cognition
theory. 20 participants were sent to two different locations in the hospital (Breast Clinic
and X-Ray Clinic). After qualitative data derived from VGA study was analyzed, VGA
results were transferred into binominal continuous values for each variable and
statistically analyzed by SPSS 24 to come up with quantitative results regarding the
wayfinding performances of the participants. As a result, cross-sectional node points were
found to be the decision-making points of participants where they mostly stopped to think
and lost time and effort. The results also revealed that reference points have strong
positive influence on wayfinding performances. This study concludes that wayfinding
performances of navigators are supported when there is small gap between the users'
existing schemata and new building design. Designing circulation areas in a curvilinear
shape allow direct day light to get into the building and that creates wide spectrum of
vision rather than vertically designed cross-sectional areas, which create narrower vision
of the circulation areas and node points.

Keywords: Cognitive Mapping, Complex Hospital Designs, Space Syntax, Spatial
Configurations Wayfinding

Introduction: Consideration of the important emphasis the bulk of the literature puts on the context of spatial
configuration, human cognition and human-wayfinding lead us to shift our attention on human-wayfinding behavior in
complex hospital designs from the same theoretical perspective. There are many reasons for carrying out this research but
among many reasons, the first and foremost is that the related literature lacks in explaining how human dimension with
its psychological entities are embedded in the field of architecture, and in relation to that, the literature is lacking in the
amount of experimental research in explaining how humans are affected by their environment and react accordingly.
Designing buildings which keep balance between spatial configurations and human cognition to support wayfinding
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practices require excessive knowledge regarding how human possesses and processes knowledge for his/her benefit. This
is hugely significant since the extent to which an environment is designed by considering the human dimension, the needs
of human wayfinding will be better catered. That is why experiments need to be conducted to understand the psychological
contributions to architectural designs. The aim of this research therefore is to gain deeper insight into how people are
affected by complex building types and what sort of spatial factors affect their wayfinding behavior in relation to their
cognition.

Purpose and scope: This research was designed as a quasi-experimental research supported by qualitative and
quantitative research paradigms to bring deeper insight into how individuals find their ways in complex hospital buildings
and what factors actually affect the way they navigate through their destinations. Understanding the extent to which users
of complex hospital buildings are affected by several exogenous variables required researchers to observe the natural
behaviors of participants in their natural settings. For that matter, qualitative aspect of this research becomes crucial. For
the quantitative dimension, however; it was tended to fix the standards for the participants of this experiment.

Method: Based on the theoretical framework of the current research, the experiment was designed to gather data from
the participants with respect to their wayfinding behaviors and cognitive processes. Participants' navigation strategies
were directly observed and data regarding wayfinding behavior was successfully elicited from the verbal reports and live
thoughts of navigators. At that point, Arthur and Passini’s (1992) suggestion was followed, which points the importance
of collecting data from both researchers' and participants' point of views during an ongoing wayfinding task to get a
clearer picture of the actual situation. Such an expectation required an experimental procedure in which some critical
variables are in need to be observed and controlled directly (Anastasi & Urbina, 1997). A way of capturing verbal inputs,
which involves cognitive processes, was to provide participants with opportunities to think aloud as they navigate through
the given destination (Barkaoui, 2011: 53). Therefore, GoPro action camera attached to the heads of each participant
enabled us to get clear picture regarding their wayfinding strategies and cognitive processes. The experiment was also
designed as mixed method approach including both qualitative and quantitative paradigms. Although this research aimed
to gather more qualitative data, qualitative approaches were allowed to infer quantitative data to be further analyzed by
some statistical procedures. Direct observation results elicited from participants' verbal reports enabled us to deal with
behavioral measures such as time, stops, getting lost, distance, way/shortest way, speed, and pause time. The intention in
doing so was causally related to the fact that multilevel hospital buildings with complex plans produce inconsistent routes
with numerous death-ends, which in turn, affect the wayfinding performance. In this experiment, in this regard, would
give an idea about how navigators interact with such environments and how are their wayfinding performances affected
by the design elements and complexity of such structures.

Findings and conclusion: In conclusion, findings under the light of discussions and the contributions of the pioneers of
the field concluded that wayfinding performances of navigators are supported when there is a small gap between the
user’s existing schemata and new building design; and when main circulation areas were designed in a curvilinear shape
getting direct day light through inside the building, which creates wide spectrum of vision, rather than vertically designed
cross-sectional areas, which create narrower vision of the circulation areas and node points. Sighage system should be
free from too much information and the background color should be emphasizing the written directions with concise
information.

Based on the results and discussions rendered from the current study, suggestions for the betterment of designs and
suggestions for further research are outlined as a form of guideline and are provided below. The most important element
in supporting the wayfinding behaviors (performances) of users is to create consistent circulation areas with smooth cross-
sectional node points. Node points, where navigators most frequently stop and need more guide from the environment
need to be designed in a more memorable manner. Placing artistic elements around these node points support navigators'
wayfinding practices and help them activate their already existing schemata. Natural day light coming through inside of
a building and lightening the node points and providing navigators with a vision of outside with big enough windows can
be considered as an important factor in positively affecting the wayfinding performances of users. While designing a
signage system and directory signboards, some important factors which require attention are that a main directory
signboard should be situated just in front of the outpatient entries, and should also maintain consistency throughout the
spaces in hospitals in terms of texture, color, type size, frame shape, background color and means and additional
signboards should be added around node points, especially at cross-sectional corridors where users mostly get confused
and stopped for further decision making.

Keywords: Cognitive Mapping, Complex Hospital Designs, Space Syntax, Spatial Configurations Wayfinding
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INTRODUCTION

One of the routines of any daily life experience is navigating and orienting via environments to reach a
destination for most people. This daily life routine takes places in many different forms such as driving,
walking, and moving in a building. Even though this daily event usually occurs with no or minimal problems,
people sometimes experience some serious problems in finding their way to reach the desired destinations,
which make people feel disappointed or being lost (Arthur & Passini, 1992; Golledge, 1999; Lynch, 1960;
Raubal & Egenhofer, 1998: 897). This act refers to the cognitive and behavioral abilities which individuals
use to navigate from one location to another (Palmiero & Piccardi, 2017: 2; Ruotolo et al., 2019: 1085). When
a person associates him/herself to a wayfinding task, certain cognitive processes occur. According to (Downs
& Stea, 2017), this cognitive process is composed of four important stages. The first stage is to locate himself
and his/her target destination points. The second phase is to set up an initial route to get to the target location.
The third stage includes peculiarities of the first and the second stages. In the final stage, a person makes some
decisions about the route taken by means of some evaluations of the decisions he/she made in the first and the
second stages as he/she navigates thorough the desired destination. The final stage, which concludes the
wayfinding task, is to remember the whole wayfinding process when a person reaches the desired destination.
This natural process has been defined by some other scholars in a similar manner but in different number of
stages (Carpman & Grant, 2016: 10; Conroy, 2001; Golledge, 1999: 4).

People avoid getting into such buildings alone. They can otherwise miss important meetings which results with
loss of effort and opportunities (Carpman & Grant, 2016). Such problematic situations generally happen in
hospitals with complex structures (Ulrich et al., 2008: 65). Hospitals are especially unique for some reasons.
They are places where people are in hurry to reach their destinations in the shortest time since they might have
to catch up with meetings, appointments and hurry on to find their relatives or doctors with whom they need
to get on time. Studies indicate that the way buildings were planned and the way spatial areas were configured
have enormous impacts on human cognitive maps (Huelat, 2007; Rooke et al., 2009: 5). Studies also exposed
that building plans and spatial configurations guide users to be more confident in wayfinding with less lost
frequencies (Huelat, 2007; Rooke et al., 2009: 6). Studies also added that there is a significant relationship
between well designed buildings and users' compelling harmony to achieve a more successful wayfinding
behavior (Brunyé et al., 2019: 5). The architectural setting and logic of the design a building covers are
considered to be the key elements of successful wayfinding. Lawson described this phenomenon as “human
language of spaces”, and mentioned that such language should be considered as a primary focus of attention
and need to be evaluated in depth by architects and researchers from the perspective of human cognition
(Lawson, 2007). A group of researchers indicated that wayfinding performances of individuals are quite
affected by signage systems that are explicitly available in the environment (Conroy, 2001; Vilar et al., 2012:
1151). Since it is known that people tend to trust the information provided by the signage system. Even though
signage system is the first to be considered by way-finders, it does not guarantee good wayfinding in an
emergency or when it is urgent to reach a desired destination, especially in complex buildings.

Bringing deeper insight into human-wayfinding behavior requires untying the intriguing relationship between
spatial configuration, human cognition, and wayfinding. For that very reason, a considerable body of research
has accumulated to unpack the relationships between the so-called variables. For example, a significant group
of researchers has put a great emphasis both on the spatial configuration and human cognitive maps, to better
understand human wayfinding behavior in relation to human cognition (Downs & Stea, 2017: 16; Kaplan,
1976; Lynch, 1960; Siegel & White, 1975: 12). Cognitive researchers, such as (Downs & Stea, 1977; Kaplan,
1976) claimed that humans first gain cognitive maps of their environments and then store that information and
then turn them into a form of structural schemata. Therefore, when a person enters a building or before taking
any action to navigate through, he/she first calls information back from these preliminary defined schemata.
This clearly underlines the fact that successful human wayfinding is associated with the activation of the
already existing schemata of that person by the hand of successful designs and special configurations (Imani
& Tabaeian, 2012: 56). It is strongly believed by Hunter that the origin of such behavior roots to a sort of
human cognitive exercise, which helps them create information as a tool of wayfinding (Abu-Obeid, 1998:
161; Appleyard, 1970: 113; Gérling & Golledge, 1989: 206; Hunter, 2010; Lynch, 1960; O’Neill, 1991b,
19914a; Passini, 1980: 24; Weisman, 1981: 190).
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Many research studies have put effort to understand how human wayfinding behavior functions in real life
situations through several experimental studies. For instance, a group of researchers considered human-way
finding in conjunction with environmental dimension (Carpman & Grant, 2016; Huelat, 2004; Rooke et al.,
2010: 3), while some other group of researchers continued their studies in close relation with human cognition
dimension (Golledge, 1999; Haq & Zimring 2003: 137; Holscher et al., 2005: 823; Raubal, 2001: 366). When
recent studies concerning wayfinding were carefully evaluated, it was found out that suggestions for the
solutions regarding wayfinding issues were all based on cognitive psychological discipline or environmental
psychology (Holst, 2015; Payne et al., 2015: 265; Vogels, 2012; Yang et al., 2018: 22).

RESEARCH FOCUS

Consideration the significant emphasis the bulk of the literature puts on the context of spatial configuration,
human cognition and human-wayfinding lead to shift attention on human-wayfinding behavior in complex
hospital designs from the same theoretical perspective. There are many reasons for carrying out this research
but among many reasons, the first and foremost is that the related literature lacks in explaining how human
dimension with its psychological entities are embedded in the field of architecture, and in relation to that, the
literature is lacking in the amount of experimental research in explaining how humans are affected by their
environment and react accordingly. Designing buildings which keep balance between spatial configurations
and human cognition to support wayfinding practices require excessive knowledge regarding how human
possesses and processes knowledge for his/her benefit. This is hugely significant since the extent to which an
environment is designed by considering the human dimension, the needs of human wayfinding will be better
catered. That is why experiments need to be conducted to understand the psychological contributions to
architectural designs.

Hospitals are not only crowded places but also the most nerve-driving places, which might possibly create a
negative impact on human wayfinding behaviors. For this reason, architectural design features and interior
spatial configurations of complex hospital buildings draw attention to their impact on human wayfinding
behaviors in relation to human cognition. The aim of this research therefore is to gain deeper insight into how
people are affected by complex building types and what sort of spatial factors affect their wayfinding behavior
in relation to their cognition.

METHODOLOGY
Research Design

This research was designed in 2017 as a quasi-experimental research supported by qualitative and quantitative
research paradigms to bring deeper insight into how individuals find their ways in complex hospital buildings
and what factors actually affect the way they navigate through their destinations. Understanding the extent to
which users of complex hospital buildings are affected by several exogenous variables required researchers to
observe the natural behaviors of participants in their natural settings. For that matter, qualitative aspect of this
research becomes crucial. For the quantitative dimension, however; it was tended to fix the standards for the
participants of this experiment.

Research questions
To achieve the aim of this study, following research questions have guided the study:

Q1: How do the decision points in the targeted hospital effect the wayfinding behavior of the participants in
given wayfinding tasks?

Q2: How do design elements in the defined circulation areas in the targeted hospital affect the wayfinding
behavior of the participants in given wayfinding tasks?

Q3: How does signage system in the targeted hospital affect the wayfinding behaviors of the participants in
given wayfinding tasks?
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Participants

Participants were 20 pre-license students studying in the Aydin Adnan Menderes University between the age
range of 18-24 and had no previous experiences of the hospital and were composed of 10 males and 10 females.
The reason for choosing young people for this experiment is related to the fact that the difficulties they will
experience despite their young ages will expose the actual wayfinding difficulties regarding the building. They
have been informed about the research, ethical aspects, and their responsibilities as researcher participants, and
they have all accepted to voluntarily contribute to the study by signing participant consent forms. Participants
were not allowed to use the elevators and not allowed to ask for directions throughout their wayfinding tasks.

Research Setting

The hospital selected for this research was chosen according to some limitations and perspectives. First, the
research team paid attention to concentrate on complex hospital buildings. A complex building design is
described as follows: (a) including at least two different plan types in terms of hospital scale and architectural
type; (b) having over 300 beds capacity; and (c) composed of multilevel layers. In addition to complexity, the
other criterion was the age of the building. This research concentrated on hospitals younger than 10 years old.
Outpatient space configuration and position and the willingness of hospitals to support the study were some
other factors that was considered in selecting the hospital for the study.

When all the hospitals in the broad area of Aegean region in Turkey were evaluated, the results showed up
with one national hospital in Aydin region, which accepted to contribute to this experimental study. The
hospital is called Nazilli National Hospital (NNH). The basic premise behind selecting this hospital for this
research was to reach more generalizable results of analyses regarding to the spatial configuration and other
statistical analyses as well as qualitative responses recorded. Moreover, the managers and hospital head were
utmost positive and encouraging in having us to convey this research in their hospital. After the informed
consent forms were signed and research policy limitations including codes of conduct, the research team
arranged several meetings with some gate keepers in the hospital to get detailed information about the plans
and other necessary materials for this research. Invaluable information was collected on the research setting
which highly supported this research. For better understanding, thick descriptions regarding the hospital
building and its environment were provided in the following section.

Nazilli National Hospital (NNH) with its 73,156 m? covered area serving with 481 bed capacities is situated
in Nazilli district (connected to the city of Aydin) and consists of the combination of 11 structures. The central
core block is surrounded by 10 additional blocks and has nine levels. But three of the nine surrounding blocks
have eight levels, four of them have five levels, two of them have six levels and one of them has seven levels.
The combination of such a variety of structures with different number of levels turns the building into an even
more complex structure. The central core block of the NNH is designed with spiral circulation schema. Other
connected blocks; however, are designed by rectangular plan schema.

Experimental Procedures

Based on the theoretical framework of the current research, the experiment was designed to gather data from
the participants with respect to their wayfinding behaviors and cognitive processes. Participants' navigation
strategies were directly observed and data regarding their wayfinding behavior was successfully elicited from
the verbal reports and live thoughts of navigators. At that point, Arthur and Passini’s (1992) suggestion was
followed, which emphasizes the importance of collecting data from both researchers' and participants' point of
views during an ongoing wayfinding task to get a clearer picture of the actual situation. Such an expectation
required an experimental procedure in which some critical variables are in need to be observed and controlled
directly (Anastasi & Urbina, 1997). A way of capturing verbal inputs, which involves cognitive processes, was
to provide participants with opportunities to think aloud as they navigate through the given destination
(Barkaoui, 2011: 53). Therefore, GoPro action camera attached to the heads of each participant enabled us to
get clear picture regarding their wayfinding strategies and cognitive processes. The experiment was also
designed with a mixed method approach including both qualitative and quantitative paradigms. Although this
research aimed to gather more qualitative data, the way the research was employed qualitative approaches
allowed to infer quantitative data to be further analyzed by some statistical procedures. Direct observation
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results elicited from participants' verbal reports enabled us to deal with behavioral measures such as time,
stops, getting lost, distance, way/shortest way, speed, and pause time. The intention in doing so was causally
related to the fact that multilevel hospital buildings with complex plans produce inconsistent routes with
numerous death-ends, which in turn, affect the wayfinding performance. The experiment, in this regard, would
give an idea about how navigators interact with such an environment and how their wayfinding performances
are affected by design elements and complexity of such structures.

Data Collection and Analyses Procedures
Study 1: Visibility Graph Analysis (VGA)

First, by the help of Depth Map Software, the plans of the hospital building were analyzed on the basis of the
space syntax theory in order to find out the most challenging routes for users in terms of connectivity,
integration and step-depth. The results for those parameters were shown in illustrations for both base level and
level -1 respectively (see Figure 1). Route tasks were determined by researchers' direct observations of the
hospital building at different times of a day and the results have been gathered from space syntax analyses.

Connectivity

Integration

Figure 1. The graphical representation of NNH regarding base level and Level-1 in terms of connectivity,
integration and step-depth

This preliminary study guided to determine the zone of proximal analysis within which the distance between
actual and potential route tasks were analyzed. Occasionally, such results might have been negotiable unless
otherwise experts would have provided opinions on the issue. For that very reason, a group of four experts
voluntarily interpreted the observation results and results derived from space syntax analysis to provide their
opinions for the optimum route tasks that will be given to participants as directions and destinations. The route
task decided for the experiment is shown in the related illustration for NNH.
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Figure 2. Specified route-tasks for both Base Floor and Floor-1

The second attempt was to arrange several meetings with participants to give them some valuable information
about the research, however; no information was given regarding which hospital they would be enrolled with.
Though, they were informed of their roles and responsibilities. According to the given instructions, they were
informed that they will be given a specific route task that they need to accomplish.

Participants were also informed that a GoPro camera will be mounted on their heads which will be recording
sound and vision at the same time. The most important part of those briefings was that each participant was
clearly instructed on their main role of thinking aloud all the time as they navigate through the specified
destinations. The route task included two destination points. When they reached the first destination point, they
were expected to get an envelope from a research agent. This envelope included information about the second
route task that they need to complete. Participants were also requested not to talk to anyone or request help
from anyone unless otherwise it is quite necessary and to use stairs instead of elevators.

Study 2: Wayfinding Performance Measures

Passini, highlighted the necessity of investigating the wayfinding processes for better understanding the
wayfinding issues (1996: 321). Researchers, considering this view of Passini, developed a strategy to assess
the wayfinding processes of navigators (Brésamle & Hdélscher, 2007; Holscher et al., 2006, 2004: 15). They
suggested assessing the wayfinding processes through wayfinding measures. Data with respect to those six
wayfinding measures were derived from qualitative think aloud speech analysis and GoPro camera recordings.
And then they were transferred into quantitative data for calculating performance measures such as time (sec.),
stops (n), getting lost (n), distance (meter), distshort (distance/shortest way) (meter) and speed (m/sec).
However, for the current research, one more variable was added and it is called stop times (sec.). It was
believed that stop times would give better insights into which stopping points make navigators loose more time
for their decision-making process and to find out the characteristics of these areas and their relation to
navigators' cognition in terms of those areas’ spatial configurations.

In addition to all, those specified performance measures helped us to better understand the most complicated
areas; the factors causing complexity; the routes participants got lost most and why they were lost in these
routes; the amount of unnecessary paths taken by the participants in contrast to the shortest path; the
environmental factors that guided participants most as they have navigated through; the areas where
participants had to ask for directions; which key elements helped them to make correct decisions and take the
correct routes; the effects of the circulation areas’ installation on the participants’ navigation manner; how the
signage systems are affecting participants’ wayfinding behaviors; and the influence of environmental factors
(e.g. color, lightening, artistic elements and etc.) on participants' wayfinding behaviors.

Statistical Procedures

The qualitative data obtained from the GoPro action camera and the data regarding to hospital plans derived
from Depth Map in terms of connectivity, integration and step-depth were processed as nominal values to be
further analyzed by necessary statistical calculations. In addition, as representative documentation of
participants' performance measurers, additional data from those defined seven performance measures with
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respect to the hospital are coded as continuous variables and passed into the SPSS 24 statistical analysis
software. All statistical analyses covered Space Syntax Variables and wayfinding behavior performance
variables and interpretations were based on the results derived from cross-sectional probability analyses such
as Pearson Correlation Coefficient levels with their significances, regression analyses and t-tests. It should be
said at this point that before proceeding with any of these parametric tests, necessary assumptions were tested
as a priority and reported in the results section of this article.

RESULTS OF ANALYSIS
Results Regarding to Study 1: VGA Analyses

As a result of the VGA analyses, the first finding emerged was that participants, as they were approaching to
their first defined destination of breast clinic from the entry, tried to find a directory signboard, but they could
not find the directory signboard located at the entry. Repeatedly watched VGA records revealed that the
directory signboard showing the places of various clinic areas was located in the wind protector apron area in
the entry and participants could not see them since they looked it after they have passed the apron area.

Although the main corridors were so crowded during the experiment day, participants seemed to be moving
smoothly and seemed to be relaxed as they navigate. Main corridors being designed wide enough (min. 450
cm wide) helped participants to easily move along with the corridors towards their destinations. Because clinic
areas were located around the spiral structure of the core center point of the hospital, participants found their
destinations with less effort. Another factor was the direct day light entry into the building which helped with
vision and affected participants' navigation positively. When the GoPro recordings were carefully watched, it
was realized that the clinical areas in the node points of corridors happened to be more visible and were
found easily by the participants. Participants also did not happen to ask for any help from other individuals
for direction (Figure 3).

Figure 3. Outpatient breast clinical area

For the second route task, which directed participants from breast clinic to x-ray area located at the floor -1,
the first attempt of all participants was to look for a directory signboard. It was found from the think aloud
practice and voice recordings of some participants that they had previous experiences regarding where x-ray
areas are generally located in hospitals, so they directly approached toward the stairs. The stairs designed in a
spiral form and situated at the center core point of the hospital were so visible that participants found the area
in question without any hesitation (Figure 4).
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Figure 4. The spiral positioning and design of central core block of the NNH

Some other participants found the directory signboard, which was directing users to go straight but they
misinterpreted the go straight sign (1) and they approached towards upstairs, which made them loose time and

effort.

From the recordings it was clear that natural daylight coming through the main circulation area of the floor -1
helped participants remember the area. The node points of circulation areas and long corridor areas were found
to be the main areas where participants stopped to think. Participants were mostly nervous when they have
arrived to narrow corridors which do not get direct day light (Figure 5). Because some corridors did not have
any design elements in their node points, navigators happened to visit same corridors and stopped at same
points for several times. Another important finding was that the corridor walls were painted to the same color
and there was no artistic element around or on the walls to make users remember and distinguish areas from
one another. Likewise, participants had troubles in finding their ways and they got confused so they could not
find the stairs to floor -1 in the second mission. When participants were in their way back to the starting point
they have come across a peddler and they considered the peddler as a reference point.
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Figure 5. The corridor and circulation area of X-Ray Clinic

Following the participants’ completions of their missions, they have been individually interviewed and have
been asked for the most important factor that they have experienced and helped them find their ways just after
they have completed their missions. All the participants responded to this question as “the direct daylight
coming through inside the building and the views of outside of the building”. For the second question related
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to the factor that made them have trouble in their wayfinding tasks, all of them responded as “'the situation of
the walls”. They said that ‘the corridor walls are identical everywhere in the hospital which made them to get
confused of their location and affected their navigation negatively’. They also added that the informative
explanations on the signboards were so crowded that they could not read clearly and created confusion. This
result was consistent with the GoPro recordings and most of the participants complained about the excessive
information put on each signboard in the hospital. One other factor, which made participants think the
signboards were incomprehensible, related to the shiny background color of the signboards that reflected
daylight and reduced the readability. Here, it was noticed that an important irony between the advantage
(wayfinding) and disadvantage (readability of the signboards) caused by the direct day light. Furthermore, this
ironic situation was mentioned by some of the participants during their route task missions.

Results Regarding to Study 2: Wayfinding Performance Measures

The first set of findings with reference to the wayfinding performances of the participants were related to time
(the total duration of route task), stops (how many times participants stopped to think or to make decisions),
stop times (time spent during each stop), lost (how many times participants deviated from the actual route),
distance (the length used to reach the destination), distshort (the distance between actual and optimum routes)
and speed (distance divided by time). The mean values and standard deviations brought out from 20
participants on the back of the given tasks analogous to the defined wayfinding performance measures are
shown in the related table (see Table 1) below.

Table 1. Descriptive statistics regarding participants’ performance parameters

N Minimum  Maximum Mean Std. Deviation

Base Floor Time (seconds) 20 35 248 95,50 48,329
Floor -1 Time (seconds) 20 54 627 305,65 172,042
Base Floor Stops (n) 20 1 6 1,75 1,293
Floor -1 Stops (n) 20 1 12 4,90 2,864
Base Floor Stop Times (seconds) 20 2 31 5,20 6,518
Floor -1 Stop Times (seconds) 20 2 59 22,05 15,517
Base Floor Lost (n) 20 0 3 0,35 ,813
Floor -1 Lost (n) 20 0 10 3,05 3,316
Base Floor Distance (meter) 20 66,99 292,07 85,8380 51,48912
Floor -1 Distance (meter) 20 86,42 496,75 242,6845 137,55983
Base floor Distshort (meter) 20 1,00 4,35 1,2805 ,76644
Floor -1 Distshort (meter) 20 1,00 5,74 2,8040 1,59008
Base Floor Speed (meter/seconds) 20 27,01 191,40 92,1150 40,00815
Floor -1 Speed (meter/seconds 20 19,33 176,07 80,5555 30,25933

Results derived from VGA observation analyses in terms of the stopping points and the characteristic profiles
of those points in terms of integrity were visualized for better understanding (Figure 6 for base level). By
evaluating Table 1, it can be seen that the standard deviations related to means of each variable were low and
the means are consistently high. The means and standard deviations for the second route task concerning the
level -1 are shown in the related table (see Table 1). As a result of observations, it was realized that participants
most frequently stopped at the node points situated at the beginning of corridor areas. For better visualization
of this result, a plan of the hospital covering the results of wayfinding performances were prepared in relation
to the integration feature of level -1 (Figure 6 for level -1).
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Figure 6. The representative image of the relationship between the degree of integration and stopping frequencies of
participants

To analyze the spatial configurations of maps of base level and floor -1 and their spatial interrelationships,
Depth-map software was used. The analysis of space syntax included connectivity, integration, step-depth, and
intelligibility characteristics. As a result of analyses regarding to the base level of hospital, the calculated mean
values with respect to space syntax parameters are respectively 267.44 for connectivity, 2.66 for integration
and 4.26 for step-depth (Table 2).

Further investigation showed that the color scale in the plans reduced from red to blue as space depth got lower
values. When those parameters were evaluated together with VGA findings, it was found that wayfinding
performances of participants were positively affected in the areas where connectivity and integration values
are found to be high and step-depth values are found to be low (Figure 6). As it can be seen in Figure 6, the
highest connectivity values were recorded at the cross-section node points of corridors. When the general
structure of the hospital plan was treated, the highest values regarding integration facet was found to be the
node points just as it was in the case of connectivity facet. On the other hand, it is noticeable that the integration
values are getting lower and step-depth values are getting higher as approaching to the end points of corridor
areas. Naturally, step-depth values, which are in contrast relationship with integration, are getting lower in the
areas were integration values are increasing.

As a result of the correlation and regression analyses including connectivity and integration variables,
established as predictive variables, helped to predict the intelligibility of the hospital area. The regression result
for the base level revealed the total explained variance as R?=0.23. Therefore, it is understood that the
intelligibility of the base level of the NNH is low since the calculations have only explained 23% of the total
variance. The results derived from integration graphic and observation results, which showed the points where
users benefit for navigation, were compared to graphical side marks and both graphics were shown on the plan
(Figure 6). According to those analyses, the places where participants have stopped, matched with the places
where integration values were found to be high. For the floor -1, mean values calculated for space syntax
parameters are 303.63, 3.099 and 4.87 respectively for connectivity, integration, and step-depth (Table 2).
When those numbers are evaluated, it is obvious that findings regarding to integration and step-depth are quite
like those of base level of the NNH (Table 2).

Table 2. Base and -1. VGA values of floors

VGA values Minimum Maximum Average Std. Deviation
Base floor connectivity 3 834 267.443 29.51
Base floor integration 1.613 4.45124 2.65694 1.03
Base floor step depth 0 8 4.25774 1.78
Floor -1 connectivity 3 1072 303.63 334
Floor -1 integration 1.613 4.87225 3.09937 1.10
Floor -1 step depth 0 7 4.2429 1.57
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For connectivity, the plan generally showed up with blue color and main circulation areas were shown to be
even in lighter colors. The best area, in terms of connectivity and integration, was found to be the physical
rehabilitation center in comparison to other areas of the building (Figure 4).

Intelligibility value for the floor -1 was calculated to be R2=0.11. Since the explained variance ratio is 11%, it
can be indicated that the intelligibility facet is as low as the base level of the NNH.

The relationship between spatial configuration variables and wayfinding performance parameters were
explored for both base floor and floor -1 by calculating the Pearson Moments Correlation Co-efficiency. The
results of analysis yielded low and negative correlation loads and showed no statistically significant
correlations between variables.

It is found out that the higher the connectivity values are, the higher the wayfinding performance measures of
time, pause time, getting lost time, distance and extra road taken become. Participants mostly stopped at the
circulation areas where integration values found to be high. On the other hand, increment in the integration
values, which is in negative correlation with depth values, make the same wayfinding performance measures
decrease in values. The correlation co-efficiencies between step depth and wayfinding performances ranged
between r=0.01 and r=0.26 (Table 3).

Table 3. Correlation coefficients between performance parameters and space syntax parameters regarding base level

Wayfinding Performance Connectivity Integration Step depth
Pearson Correlation -,288 -,052 ,142
Time Sig. (2-tailed) 218 ,828 ,651
N 20 20 20
Pearson Correlation ,102 ,243 -,259
Stops Sig. (2-tailed) ,669 ,301 ,270
N 20 20 20
Pearson Correlation -,057 ,131 -,225
Stop Times Sig. (2-tailed) ,810 ,583 341
N 20 20 20
Pearson Correlation -,215 -,001 ,019
Lost Sig. (2-tailed) ,362 ,998 ,937
N 20 20 20
Pearson Correlation -,174 -,068 ,147
Distance Sig. (2-tailed) 464 776 ,538
N 20 20 20
Pearson Correlation -,174 -,068 ,146
Distshort Sig. (2-tailed) 464 776 ,539
N 20 20 20
Pearson Correlation 291 ,140 -,125
Speed Sig. (2-tailed) 213 ,555 ,598
N 20 20 20

**_Correlation is significant at the 0.01 level (2-tailed).
*_Correlation is significant at the 0.05 level (2-tailed).

For floor level -1, like in the case of base level, there were little non-significant and negative relationships
between connectivity integration and wayfinding behavior performances of participants. The relationship
between step-depth wayfinding performances was found to be either negative or truly little correlation co-
efficiency with very little loadings (Table 4). Like findings for base floor, the circulation areas with high
integration values, which are also considered as node points, were the areas where participants stopped for
thinking and decision making.
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Table 4. Correlation coefficients between performance parameters and space syntax parameters regarding -1 level

Wayfinding Performance Connectivity Integration Step depth
Pearson Correlation -,090 -,054 ,332
Time Sig. (2-tailed) ,707 ,822 ,153
N 20 20 20
Pearson Correlation -,133 ,193 ,166
Stops Sig. (2-tailed) 576 416 ,485
N 20 20 20
Pearson Correlation -,325 ,210 ,100
Stop Times Sig. (2-tailed) ,163 375 ,673
N 20 20 20
Pearson Correlation -,265 ,130 ,253
Lost Sig. (2-tailed) ,259 ,585 ,281
N 20 20 20
Pearson Correlation -,143 -,053 ,372
Distance Sig. (2-tailed) ,548 ,826 ,106
N 20 20 20
Pearson Correlation -,143 -,053 ,372
Distshort Sig. (2-tailed) ,548 ,825 ,106
N 20 20 20
Pearson Correlation -,031 ,010 ,030
Speed Sig. (2-tailed) ,897 ,967 ,899
N 20 20 20

**_Correlation is significant at the 0.01 level (2-tailed).
*_Correlation is significant at the 0.05 level (2-tailed).

DISCUSSION AND CONCLUSIONS

The interaction and communication between human and spaces help people design spaces and consequently
lead spaces affect human behavior (Zheng, 2012: 442). Architects create buildings, design environments, and
give their souls to those buildings. And the designed environments tend to manage human behavior. In other
words, the way the buildings are designed, the way the environments have been shaped, the way the buildings
are connected to the outside world and the way the surface structures of buildings have been characterized,
have significant positive or negative influences on the behaviors of people with respect to the interactional
actions they have encountered with. In this regard, the connection quality between spatial configurations of
buildings and human behavior are associated with the design quality of buildings (Dalton et al., 2019; Ulrich
et al., 2019: 2). Therefore, this study, which attempted to figure out the effects of complex hospital buildings
on human wayfinding performances by considering the psychological cognitive perspective, revealed that
individuals tend to use their already existing schemata and try to connect it with the structure of the new
environment to make sense out of it. If the gap between existing schemata and new building structure is big,
individuals experience more trouble in finding their ways comfortably regarding to insufficient cognitive
mapping required for effective navigation. This finding of this study is consistent with numerous research
(Carpman & Grant, 2016; Huelat, 2007; Rooke et al., 2009: 15).

Other key points open to discussion are the reference points and the number of stimulating sources of
information. Participants who deviated from their correct routes complained about the amount of information
written on signboards. In addition, it was noticed from the recorded journeys that those participants were also
affected by some unnecessary stimulating sources of information such as electronic boards situated nearby the
actual signboards. Huelat (2007) supported this finding by indicating that unnecessary use of information
causes confusion and negatively affects the wayfinding performances of users. Signboards and directories
should play the role of a bridge between preliminary defined node points and main destination areas, and
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function in the way of directing users to another node point (Carpman, 1991: 104; Haq & Zimring, 2003: 135).
Ruddle and Peruch (2004: 301) supported that a hospital building which is architecturally well designed with
poorly designed signage system does not have any positive effect on human wayfinding behaviors. Reference
points, on the other hand, have strong influence on wayfinding performances. It was found out from the
recordings that all the participants noticed the peddler and used it as a reference point and an important guide
element in their turns. Reference points and adding artistic elements around the node points also helped
navigability in advance (Garip, 2003; Pati et al., 2015: 45). Likewise, the peddler played the same role in this
experiment. Therefore, in order to denote circulation areas and node points with unnecessary information,
designers should pay more attention on denoting those areas with more art elements which support
memorization and establishing more comprehensible output from their cognitive maps (Denis, 2017).

In conclusion, when rendered up the qualitative and guantitative findings under the light of discussions and
the contributions of the pioneers of the field, it can be concluded that wayfinding performances of navigators
are supported when there is a small gap between the users’ existing schemata and new building designs; and
when main circulation areas were designed in a curvilinear shape getting direct day light through inside the
building, which creates wide spectrum of vision, rather than vertically designed cross-sectional areas, which
create narrower vision of the circulation areas and node points. Signage system should be free from excessive
information and the background color should be emphasizing the written directions with concise information.

IMPLICATIONS FOR DESIGNERS

Based on the results and discussions rendered from the current study, suggestions for the betterment of designs
and suggestions for further researches are outlined as a form of guideline as provided below:

e The most important element in supporting the wayfinding behaviors (performances) of users is to
create consistent circulation areas with smooth cross-sectional node points.

e Crossing points of corridors are important in wayfinding because these points are found to be the
decision-making points. For this reason, node points, where navigators most frequently stop and need
more guide from the environment need to be designed in a more memorable manner.

e Placing artistic elements around these node points support navigators' wayfinding practices and help
them activate their already existing schemata.

e Natural day light coming through inside of a building and lightening the node points and providing
navigators with a vision of outside with big enough windows can be considered as an important factor
in positively affecting the wayfinding performances of users.

e In order to reach a desired destination, navigators should use a direct path with less steps instead of
passing by another connecting route, which will reduce step-depth and create a more comfortable
pathway.

e In order to design main circulation areas with narrow connecting points to other areas in a hospital
building, designers should go for wide spaces connecting main circulation areas to other areas in a
building, because; having wider vision on a both horizontal and vertical spectrum will enable
navigators to store specific information regarding an environment.

e While designing signage systems and directory signboards, special attention should be paid to these
factors: the main directory signboard should be situated just in front of the outpatient entries, and
throughout the spaces in hospitals in terms of texture, color, type size, frame shape, background color
and means consistency should be maintained. Furthermore, additional signboards should be added
around node points, especially at cross-sectional corridors where users mostly get confused and
stopped for further decision making.
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Biophilic design can be briefly summarized as a concept affecting human well-being and
nature. Thus, the inclusion of water in architectural designs has attracted attention. The
purpose of this study is to evaluate the sensory perception of water in architectural space
designs that can be revealed as examples of biophilic design. Scope of this study, seven
contemporary architectural examples were examined within the context of the importance
of perceptual aspects of water. This study is a qualitative research design. Data collection
methods from documents are used. Two methods are designed for this study. The first
method’s aim was to analyze to describe the sensory features of water and the second
method’s aim was to analyze to determine the sensory and perceptual concepts of water
in selected buildings. As a result, the concepts that emerged from the analyses affect the
relationship between biophilic design, and architecture. The results provide 21 concepts
(Noise, Endless, Calm, Curling, Plane, Disappearing, Multisensory, Kaleidoscopic
Effect, Infinitely Reflections, Senses, Contact, Eco, Hearing, Part of Waterfall, Illusion,
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Extended Abstract

Introduction: Water plays a significant role in life while connecting humans and nature. Water is an important element
and directly affects humans’ psychological and physiological structures. Water has been a focal point for people and cities
throughout history. Accessibility to water has sometimes been a symbolic or vital requirement. Water has the potential to
describe a city and make it readable. It can be perceived differently in mind visually and transform the space with its
ambiguous form. It is also an element that can affect human psychological and physiological structures. Water is
sometimes a substance in which species live, and sometimes it is an element that exists in space. This space turns into a
place according to the living things in it. Seen from the opposite side, the human body is a place for water, where water
settles. Thus, it is an important element that cannot be separated from human beings. From this point of view, it can be
argued that using water elements in architectural designs can affect people differently.

Humans cannot be thought of independently or in isolation from nature. Therefore, nature should be intertwined with the
built environment. Biophilic design gains importance at this point. Being detached from nature is a negative result of
increasing built environments; thanks to biophilic architecture, it is aimed to integrate nature into architecture. Declining
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water resources can also make this rupture more dangerous. Biophilic design can become an area that improves human
health in all respects. Thus, this improvement is obtainable through individual space designs contributed by water. Each
individual can be healed in his own living space.

Purpose and scope: Biophilic design can be briefly summarized as a concept that affects human well-being and includes
nature directly or indirectly. In relation to this, the inclusion of water in the space in architectural designs has attracted
attention. Scope of this study, the water element used in the space was decided to examine in 7 contemporary architectural
examples of its physical and psychological effects. Water is an element that can activate all of a person’s senses in a space.
The sound, appearance, tactility, indirect smell, and taste of water are all physical properties. These features support the
state of activating the senses. Water is also in constant physical transformation. It is found in nature in solid, liquid, and
gaseous states. In contrast, all these physical properties of water reach people and stimulate their psychological perception.
It is possible to argue that water spatializes the place through human beings and affects human psychology directly or
indirectly. It can integrate the place with people and establish a strong bond with nature. So, it can also be a strong place
identifier. Therefore, the purpose of this study was to examine the sensory-perceptual properties of water in architectural
designs that can be shown as an example of biophilic design.

Method: In this study, seven contemporary architectural examples were examined within the context of the importance
of water in biophilic design. Selected contemporary architectural examples include water in their designs. In this way,
they can be considered within the scope of biophilic design. The examples selected in this study are designs that can be
included in organic design, which is one of the two orientations of biophilic design that Kellert has stated. It is emphasized
that the water element can be experienced by the user directly in the space. The seven selected examples are as follows:
Fort Worth Water Gardens, The Robert and Arlene Kogod Courtyard at the Smithsonian Institution, Apple Piazza Liberty,
The Therme Vals, Fallingwater, Pulitzer Arts Foundation at St. Louis, and Church on the Water. This study is a qualitative
research design that includes data collection methods from documents. Two methods were designed for this study.
Analyzes are made on the sensorial and the perceptual dimensions of water in selected contemporary architectural
examples by contemporary architects, who can be considered within the scope of biophilic design and include water in
design.

Findings and conclusion: Reading results are examined according to first method and second method. As a result of the
analyzes made with two methods of reading, 21 concepts were determined. These 21 concepts are Noise, Endless, Calm
for Fort Worth Water Gardens; Curling, Plane, Disappearing for The Robert and Arlene Kogod Courtyard at the
Smithsonian Institution; Multisensory, Kaleidoscopic Effect, Infinitely Reflections for Apple Piazza Liberty; Senses,
Contact, Eco for The Therme Vals; Hearing, Part of Waterfall, Illusion for Fallingwater; View, Peaceful, Reflection for
Pulitzer Arts Foundation at St. Louis; Dramatic Panorama, Communication, Reflection for Church on the Water. Concepts
were obtained with a categorization derived from the statements of the architects for their own designs or the statements
of the users of the designs and those who experienced the designs. It was found that these concepts are predominantly
sensory and perceptual. In this case, it was concluded that the water in space could affect human psychology within the
scope of the biophilic design and architecture relationship. From this point of view, the ways of perceiving water in
contemporary architectural examples that can be given as examples of biophilic design and its relationship with concepts
are revealed.

Keywords: Biophilic Architecture, Architectural Space, Water, Perception, Senses

INTRODUCTION

The interaction between humans and nature is a need, and the decline of this relationship is an important
problem today. Many studies prove this situation through nature is good for people (Palsdottir et al., 2021;
Poulsen et al., 2020; Spence, 2020a; Adevi et al., 2018; Hartig et al., 2006). Kaplan and Kaplan (1989: 1)
emphasized the importance of nature in their book titled The Experience of Nature as follows:

Nature is a valued and appreciated part of life. Examples abound. People plant flowers and shrubs and nurture
house plants; cities invest heavily in trees; citizens band together to preserve natural settings they have never
seen; landscapes for centuries have been the subject of painting and poetry. Nature seems to be important to
people. (Kaplan & Kaplan, 1989: 1)

Ideas to produce solutions to the gap in the relationship between humans and nature in the field of architecture
are gathered in the field of biophilic design (Joye, 2007). Since humans are a part of nature like other living
things, architecture needs to keep up with this situation. Sometimes by associating nature with space (Joye,
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2006), and sometimes by imitating nature (Omran, 2016), designers in this field develop biophilic designs by
advancing with the theme of the nature-related design.

Erich Fromm coined the term “biophilia” as “the passionate love of life and of all that is alive”. He also added
that this situation could happen in a person, a plant, an idea, or a social group (Fromm, 1973: 365). Then
Wilson summarized “biophilia” as “the object of the reflection”. In addition, he defined it as “the innate
tendency to focus on life and lifelike processes” (Wilson, 1986: 1). The term biophilia began to be considered
as a hypothesis by Kellert and Wilson. They explained the “biophilia hypothesis” as “a human dependence on
nature that extends far beyond the simple issues of material and physical sustenance” (Kellert & Wilson, 1993:
20). Finally, the term biophilia was brought into architecture as “biophilic design” by Kellert with two books
titled Building for life (2005) and Biophilic Design (2008). Kellert (2005) defined biophilic design as the
instinctive connection of people with the natural world and he described two basic dimensions of biophilic
design. These basic dimensions are organic design and vernacular design. The presence of water in organic
design is encountered in the table titled “Elements of Biophilic Design” (Kellert, 2005: 129).

In the study published under the title of 14 Models of Biophilic Design in 2014, the effects of biophilic design
in various fields have been examined. Furthermore, the “Presence of Water” model, which was one of these
14 models that is in the fifth place in the Nature in the Space Patterns section, has been emphasized. According
to this model, the presence of water enriches a place's experience through seeing, hearing, or touching the
water. The purpose of the Water Presence model has been exploited the multi-sensory properties of water in a
way that soothes the experience of a place, encourages reflection, improves mood and provides healing from
cognitive fatigue (Browning et al., 2014: 32). The effect of the presence of water in a place on stress, cognitive
performance, emotion, mood and preferences has been supported by various studies such as reducing anxiety,
increasing feelings of tranquility, lowering heart rate and blood pressure, improving concentration and memory
restoration, enhancing perception and psychological responsiveness (Spence, 2020b; Abdalrahman, 2020;
Dabbagh, 2018; Hongisto, 2017).

Once the relationship between biophilic design and water has been considered, it is seen as a direct experience
of nature in terms of experiences and attributes (Kellert & Calabrese, 2015: 10). In this context, in the article
titled “Nature Connectedness and Biophilic Design”, pathways to nature connectedness to enact the biophilic
design principles have been examined in the framework created to research on the psychological construct of
nature connectedness. In this framework, the interaction of water with biophilic design principles (senses,
emotion, beauty, meaning and care) has also seen in the direct experience category (Richardson & Butler,
2022: 40). In another article, water have been identified as one of the 19 overlapping concepts with the content
analysis method. These concepts have tried to integrate biophilic design with healthy, sustainable, and resilient
environments (Cacique & Ou, 2022).

The purpose of this study is to evaluate the contemporary architectural designs associated with water that can
be revealed as examples of biophilic design. This evaluation was made on how the sensory perception of water
in the architectural space. Within the scope of this study, the water element used in the space is examined
within two groups: the physical and psychological effects of water. When these two groups are compared to
each other, the psychological effects of water in human health are less clear than the physiological role (White
et al., 2010: 482). Therefore, in this study, the physical and psychological effects of water on people in the
environment are discussed together.

METHODOLOGY

In this study, the sensory and physical properties of architectural designs, which can be considered examples
of biophilic building designs, are addressed. The examples selected in this study are designs that can be
included in the organic design, one of the two orientations of biophilic design specified by Kellert (2005: 127).
It is emphasized that the water element can be experienced directly in space. The seven examples selected are
listed below (Table 1). In this table, there can be seen information about the buildings’ names, the author,
architects of buildings, locations of buildings, completion years of buildings, and type of water features in
these buildings (Table 1).
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Table 1. Selected contemporary architectural examples

Building Author Architect Location Date Water Feature
Philio Johnson and Cascade, Wet wall, Quiet pool,
Fort Worth Water Gardens P Texas, USA 1974  Reflecting pool, Aerated pool, Active
John Burgee pool

The Robert and Arlene Kogod

Washington DC, Water scrims, Removing rainwater

Cou_rtyz_ird at the Smithsonian Foster and Partners USA 2007 from the roof structure

Institution

Apple Piazza Liberty Foster and Partners Milan, Italy 2018  Glass fountain, Vertical jets

The Therme Vals Peter Zumthor Gre}ubunden, 1996 Vals’s natural thgrmal springs and the
Switzerland source, Valser mineral water

Fallingwater Frank Lloyd Wright B?Ansylvanla, 1937 A waterfall on Bear Run

Pul|gzer Arts Foundation at St. Tadao Ando Washington DC, 2001  Water court (Linear and rectangular)

Louis USA

Church on the Water Tadao Ando Hokkaido, Japan 1988 Artificial pond (created by taking

water from a nearby stream)

This study was a qualitative research design, and qualitative data were collected from the documents. Merriam
(2018) has classified the document types under six headings for qualitative data collection (132-141). These
types of documents are public records, personal documents, popular culture documents, visual documents,
physical materials/artifacts and documents produced by the researcher (Merriam, 2018: 132-141). In this
context, two methods were designed for this study (Table 2).

Table 2. Qualitative research design for this study

Qualitative Research Reading Methods: Data Collection from Documents

First Method Second Method
Aim: Describing the sensory features of water in selected Aim: Determining the sensory and perceptual concepts of water
buildings in selected buildings
Sample: Sample:
The Researcher Herself/Himself The Statements by the Architects of the Buildings, Theorists and
Data Sources: Prominent Professional
Documents Produced by the Researchers Data Sources:
Data Collection Tools: Individual Documents of People from Literature, Visual
YouTube Videos about the selected seven examples (Popular Documents
Culture Documents and Visual Documents) Data Collection Tools:

YouTube Videos for Interviews (Popular Culture Documents
and Visual Documents)
Books, Newspapers, Catalogs, Reviews, Essays, and Thesis for

Other Statements
Findings
Reading Results According to First Method Reading Results According to Second Method
Discussion
Conclusion

The first method aimed to analyze to describe the sensory features of water in selected buildings (Table 2).
Data sources for this method were documents produced by the researchers. While making this analysis, the
researchers examined the YouTube videos containing the buildings (Table 2). It was analyzed the sensory
properties of the water in these videos under the titles of “Sound”, “Image”, “Tactile Texture”, “Smell” and
“Taste”. It was evaluated whether there is any effect of water in the space under these titles. The first method
of this study progresses with some classification tables over the selected spatial examples. In the section on
the results of the first method, these tables deal with perceptual senses such as the sound, image, texture, smell,
and taste of water. In some samples, precise information about the senses of smell and taste could not be
reached. Therefore, it is expressed with a negative mark in the tables.

In order to collect data for the first method, researchers watched YouTube videos about the selected seven
examples. In order to understand the water features in the buildings more clearly, videos were preferred with
no music in the background, no effect added on image colors, and containing as little speech as possible. While
the researchers produced documents by interpreting their sound and image perceptions based on the videos,
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they also produced documents by following the user experiences of the touch, texture, smell, and taste features
based on the same videos. This can be called an experience of the water features in the place by seeing, hearing,
and following the user experiences through video. Since these are determined according to the individual and
user experiences watched from the YouTube videos, they do not describe the global properties or fixed
properties of the buildings. These are characteristics determined based on experience.

The second method aimed to analyze the sensory and perceptual concepts of water in selected buildings (Table
2). Data sources for this method were documents produced by the statements made by the architects of
buildings, theorists, and prominent professionals (Table 2). Sensory and perceptual concepts were determined
with this thematic reading. The selected examples of contemporary architecture are limited according to the
comments made by the architects who designed them. When an interpretation of the author architect could not
be reached, a restriction was brought again according to the comments made by experienced architects or
researchers in this field. In this case, the examples were chosen among those that reflect the nature in the space,
interpreted by architects or people working in this field, and those that can be conceptualized with a perceptual
approach. First, the statements made by architects, i.e., the authors, during the interviews about the selected
examples were examined. In the case that the author could not obtain a verbal statement regarding the selected
sample, other architects’, theorists’, and prominent professionals’ opinions in this area were included.

In order to collect data for the second method, firstly, the interviews with these authors published on YouTube
were examined. In some interviews, their statements about selected examples from Philip Johnson, John
Burgee, and Frank Lloyd Wright were obtained. In addition to Wright’s statement, his assistant’s comments
have also been included. About the selected examples from Norman Foster, Peter Zumthor, and Tadao Ando,
their statements or statements about their designs have been reached through newspapers, books, catalogs,
reviews, essays, and theses. YouTube video footage has also been discussed to understand the experience in
the space in all selected examples. In this context, for example structures selected from Foster’s designs and
both Foster and Partners’ statements on their official website and in The New York Times have been reached.
For the selected sample structure of Zumthor, Bilgin’s book named “Mimarin Solugu”: Essays on Peter
Zumthor Architecture was examined. For the sample designs selected from Ando, Frampton's evaluations in
the MOMA catalog, Guzer cited Ando’s own statement in a book chapter, and the related evaluations in a
master’s thesis are discussed.

Finally, some inferences were obtained from the statements from the architects themselves or experienced
architects about the water element in the selected contemporary architectural examples. These inferences have
been translated into some concepts. These concepts have been reached as a result of the statements of the
architects or the people working in this field and the examinations made on the spaces.

FINDINGS
Reading Results According to First Method
Fort Worth Water Gardens

This design is located in a built environment, and there are cascades, wet walls, a quiet pool, a reflecting pool,
an aerated pool, active pool. In YouTube videos of this design, the water feature appeals to the three senses. It
is considered a versatile element and it sometimes has a very strong sound, and sometimes it creates a surface
that flows silently from the walls (Figure 1). In this case, two different opposite directions of water can be
seen. The silence that allows the sound to emerge and the silence of the water itself can be experienced.
Humans can experience space in the flow of water in different directions. Humans can experience water by
hearing, seeing, touching in space.
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Figure 1. Fort Worth Water Gardens, Photography: Carol M. Highsmith America Collection in the Library of Congress

When water features mentioned properties are evaluated together, the presence of sound, image, and tactile
texture features can be observed on YouTube videos. YouTube videos found no statement regarding the senses
of smell and taste (Table 3). Considering the mentioned properties of water according to its physical structure,
it is possible to exist in liquid form and vapor forms. Considering the climatic conditions of the place where
the design is made, water has no chance of appearing in a solid form. Considering the aforementioned
properties according to the flow direction of the water, vertical, horizontal, and multi-directional movements
are available.

Table 3. Sensory features of water in Fort Worth water gardens

Sensory Features of Water
Sound Image Tactile Texture Smell Taste
+ + + - -

The Robert and Arlene Kogod Courtyard at the Smithsonian Institution

This design is a courtyard in a historical building and is located in a built environment. In YouTube videos of
this design, the water feature is directed horizontally and vertically and appeals to the three senses. The water
is placed on the ground in bands (water scrims) that do not fill a volume. Humans can experience water by
touching this band. The process of removing rainwater from the roof structure, which is the main character of
the design, also emphasizes the sound of water. Rainwater on the wave-shaped glass structure passes away
through the columns that carry the structure (Figure 2). During this transition, the flow of water is heard through
the columns. At the same time, rainwater can be heard in the glass structure on the roof.

Figure 2. The Robert and Arlene Kogod Courtyard at the Smithsonian Institution, Photography: Chuck Choi
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When water features properties mentioned above are evaluated together with sound, image and tactile texture
features found on YouTube videos. No statement was found regarding the senses of smell and taste on
YouTube videos (Table 4). Considering the mentioned properties of water according to its physical structure;
it is possible to exist in liquid and vapor forms in the space. There is no statement about the solid state of the
water here. Considering the aforementioned properties according to the flow direction of the water; vertical
and horizontal movements are available. Although there is no multi-directional movement, the water will move
curvedly on the curved roof.

Table 4. Sensory features of water in the Robert and Arlene Kogod Courtyard at the Smithsonian Institution

Sensory Features of Water
Sound Image Tactile Texture Smell Taste
+ + +

Apple Piazza Liberty

This design is in a built environment with a glass fountain, vertical jets, and two pools. On YouTube videos of
this design, the water feature appeals to three senses. The reflective property of glass and the reflective property
of water combine. Facade reflections of the historical texture can be seen on glass and water (Figure 3).
Humans can experience water by hearing, by seeing, by touching in the space.

Figure 3. Apple Piazza Liberty, Photography: Giovanni Nardi

When water feature above mentioned properties are evaluated together with, the presence of sound, image and
tactile texture features was found on YouTube videos. No statement was found regarding the senses of smell
and taste on YouTube videos (Table 5). Considering the mentioned properties of water according to its physical
structure; it is possible to exist in liquid and vapor states in the space. No statement regarding the solid state
of the water here could be reached. Considering the aforementioned properties according to the flow direction
of the water; vertical and horizontal are available.

Table 5. Sensory features of water in Apple Piazza Liberty

Sensory Features of Water
Sound Image Tactile Texture Smell Taste
+ + + -

The Therme Vals

This design is located in natural environment, and it is associated with Vals’s natural thermal springs, the
source and Valser mineral water. On YouTube videos of this design, the water feature appeals to the five
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senses. The water element dominates the spaces between the intersections of the vertical and horizontal
surfaces (Figure 4). Humans can experience water by hearing, by seeing, by touching, by, smelling and tasting
in the space.

=X

-

Figure 4. The Therme Vals, Photography: Andrea Ceriani

When water feature above mentioned properties are evaluated together with, the presence of sound, image,
tactile texture, smell and taste features was found on YouTube videos. (Table 6). Considering the mentioned
properties of water according to its physical structure; it is possible to exist in liquid and vapor states in the
space. There is no statement about the solid state of the water here. Considering the aforementioned properties
according to the flow direction of the water; vertical and horizontal movements are available.

Table 6. Sensory features of water in The Therme Vals

Sensory Features of Water
Sound  Image Tactile Texture Smell Taste
+ + + + +

Fallingwater

This design is located in natural environment, and it is associated with a waterfall on Bear Run. On YouTube
videos of this design, the water feature appeals to the three senses, and three physical states of water can be
seen. It is one of the rare examples where the design is intertwined with water (Figure 5). Humans can
experience water by hearing, by seeing, by touching in the space.

Figure 5. Fallingwater, Photography: Carol M. Highsmith America Collection in the Library of Congress

When water feature above mentioned properties are evaluated together with, the presence of sound, image and
tactile texture features was found on YouTube videos. No statement was found regarding the senses of smell
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and taste on YouTube videos (Table 7). Considering the mentioned properties of water according to its physical
structure; it is possible to exist in solid, liquid and vapor states in the space. Considering the aforementioned
properties according to the flow direction of the water; vertical, horizontal and multi-directional movements
are available.

Table 7. Sensory features of water in Fallingwater

Sensory Features of Water
Sound Image Tactile Texture Smell Taste
+ + + - -

Pulitzer Arts Foundation at St. Louis

This design is located in a built environment with a linear and rectangular water court. On videos of this design,
the water feature appeals to the one sense. The water feature is located between the masses. On one side, it
opens to the void that reflects nature (Figure 6). Water is both an element that reflects nature, and that also
reflects the architecture vertically with its closed edges. Humans can experience water by seeing in space.

Figure 6. Pulitzer Arts Foundation at St. Louis, Photography: William Zbaren

When water feature above mentioned properties are evaluated together with, only the definite existence of the
image feature was found on YouTube videos. No statement was found regarding the senses of sound, tactile
texture, smell and taste on YouTube videos (Table 8). Considering the mentioned properties of water according
to its physical structure; it is possible to exist in solid, liquid and vapor states in the space. Considering the
aforementioned properties according to the flow direction of the water; horizontal is available.

Table 8. Sensory features of water in Pulitzer Arts Foundation at St. Louis

Sensory Features of Water
Sound Image Tactile Texture Smell Taste
- + - - -

Church on the Water

This design is located in a natural environment and is associated with an artificial pond created by taking water
from a nearby stream. In YouTube videos of this design, the water feature appeals to the three senses, and at
least two different physical structures of the water element can be seen in this design. While horizontality
prevails in the water element design, it is noticed that there are small elevations in it when viewed in detail.
The feature of water reflecting nature and architecture is seen in this structure of Ando. It conveys like a silent
waterfall (Figure 7). Humans can experience water by hearing, by seeing, by touching in the space.
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Figure 7. Church on the Water, Photography: Jason Wolfe

When water feature above mentioned properties are evaluated together with, the presence of sound, image and
tactile texture features was found on YouTube videos. No statement was found regarding the senses of smell
and taste on YouTube videos (Table 9). Considering the mentioned properties of water according to its physical
structure; it is possible to exist in solid, liquid and vapor states in the space. Considering the aforementioned
properties according to the flow direction of the water; vertical and horizontal movements are available.

Table 9. Sensory features of water in Church on the Water

Sensory Features of Water
Sound Image Tactile Texture Smell Taste
+ + + - -

Reading Results According to Second Method
Fort Worth Water Gardens
In an interview with Johnson on YouTube, he says the following about Forth Worth Water Gardens:

In a middle of town, the only thing besides putting up a honky-tonk ferris wheels are games of chance or
Disneyworld streets and streetcars was water. Because water does all kinds of funny things. It jumps, it’s quiet,
it makes mist, it makes fiils, it goes high, goes low, it falls down and make some noise. The background of water
works is of course endless in history of architecture and the that’s what inspired us. All the successful use of
water is to create breaks, to create gathering places and to make separations and to make rivers that run fast
and lakes to go calm. So, water has this absolute fascination of impossibility danger falling. It can do things that
nothing else can do and effect for our purposes in Fort Worth. Of course, the more water we used and more little
things, we had for people to see. (Kera, 2014)

First, when the sensory features of water in the architectural space are examined in the above statement, the
determined word is underlined: Noise. The reason why this word is chosen as a sensory feature is due to the
sound of water. Besides the sensory features, when the perceptual features of water in the architectural space
are examined in the above statement, the determined words are underlined: Endless and Calm. When these
two situations are combined, the words chosen from the statements for the conceptualization of water through
space are: Noise, Endless, Calm (Table 10). These selected words support both the relationship of water with
space and the concepts that can be considered in common with the pure appearance of architecture.

Table 10. Sensory and perceptual features of water in Fort Worth Water Gardens

Statement Type Thematic Concepts
Interview with Philip Johnson (One of the Architects of the Building) Eﬁfj):zzs
on YouTube Calm
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The Robert and Arlene Kogod Courtyard at the Smithsonian Institution
Foster mentioned in The New York Times:

And the roof’s edges curl up subtly to channel rainwater into drains that run down the center of the columns.
(Ouroussoff, 2007a)

A series of gorgeous planters designed by the landscape architect Kathryn Gustafson are carved from a soft,
white unobtrusive marble. A fountain generates a thin plane of water at one end of the courtyard, its edge
disappearing into thin slots set into the granite floor; when the water is turned off, the fountain simply
disappears. (Ouroussoff, 2007b)

First, when the sensory features of water in the architectural space are examined in the above statement, the
determined word is underlined: Curling. The reason why this word is chosen as a sensory feature is due to the
sound of rainwater flowing on the roof and inside the column. Besides the sensory features, when the
perceptual features of water in the architectural space are examined in the above statement, the determined
words are underlined: Plane and Disappearing. When these two situations are combined, the words chosen
from the statements for the conceptualization of water through space are Curling, Plane, Disappearing (Table
11). These selected words support both the relationship of water with space and the concepts that can be
considered in common with the pure appearance of architecture.

Table 11. Sensory and perceptual features of water in the Robert and Arlene Kogod Courtyard at the Smithsonian

Institution
Statement Type Thematic Concepts
Architecture Review by Nicolai Ouroussoff (Architecture Critic) in The CPulraIrl]r;g

New York Times . .
Disappearing

Apple Piazza Liberty
Some explanations about the design on the company websites of Foster and Partners are as follows:

A celebration of the joys of city life and embodying its dynamic nature, the signature water feature is an
interactive, multisensory experience. Visitors enter the fountain through a glass-covered entrance enveloped by
the sights and sounds of vertical jets of water that splash against the 26-foot-high glass walls. An immersive
recreation of the childhood game of running through fountains, the experience changes throughout the day as
sunlight filters through the water, while at night the glass ceiling creates a kaleidoscopic effect, with the water
falling down the walls, and its reflections travelling infinitely up the sky. (Foster and Partners, n.d.)

First, when the sensory features of water in the architectural space are examined in the above statement, the
determined word is underlined: Multisensory. The reason why this word is chosen as a sensory feature is due
to the directly related to the senses. Besides the sensory features when the perceptual features of water in the
architectural space are examined in the above statement, the determined clauses are underlined: Kaleidoscopic
Effect and Infinitely Reflections. When these two situations are combined, the words chosen from the
statements for the conceptualization of water through space are Multisensory, Kaleidoscopic Effect, Infinitely
Reflections (Table 12). These selected words support both the relationship of water with space and the concepts
that can be considered in common with the pure appearance of architecture.

Table 12. Sensory and perceptual features of water in Apple Piazza Liberty

Statement Type Thematic Concepts
Multisensory
Some explanations on the company websites of Foster and Partners Kaleidoscopic Effect

Infinitely Reflections

The Therme Vals

This design differs from other examples with its ability to appeal to the five senses. Bilgin (2019: 15-18)
explains the appeal to the five senses in this structure as follows:
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Ancak bu kez istiflenen malzeme Alpler’in ahsabi degil tasidir. Hamam bu gri-mavi tastan ve suyun sivi ve buhar
hallerinden ibarettir. Taslar aynen dogada bulunduklar: tektonik katmanlar halinde iist iiste dizilmis ve duvarlar
taslarin dikine kesitini gériiniir kilacak sekilde istiflenmigstir. Tas ve sudan ibarettir dedik ama esasen duyulara
dokunmaktan ibarettir de diyebilirdik. Ciinkii tas ve su duyulart manipiile etmek tizere ve gorme disindaki
duyulara dogrudan temas etmek iizere kullamilyyor. Kapali havuzdan yiizerek gegilen, suyla dolu magaramsi
kuytu odada suyun tizerinde yasemin ¢icekleri ytizmeye birakilmis. [However, this time the stacked material is
not the wood of the Alps, but the stone. The bath consists of this gray-blue stone and the liquid and vapor states
of the water. The stones were stacked on top of each other in the same tectonic layers as they were found in
nature, and the walls were stacked in such a way as to make the vertical section of the stones visible. We said it
consisted of stones and water, but we could have said that it consisted mainly of touching the senses. Because
stone and water are used to manipulate the senses and to directly contact the senses other than sight. Jasmine
flowers were left to float on the water in the cave-like nook filled with water, where you can swim through the
indoor pool]. (Bilgin, 2019: 15-18)

Bilgin (2019: 15-18) mentioned the existence of three physical states of water in the selected example and its
appeal to the senses of sight and touch. After the explanations above, Bilgin drew attention to the sound, taste,
and smell of water in the space as follows:

Biitiin duvarlardan “tas ve su” temali Zumthor un ¢evresinden bir besteci tarafindan bestelenmis miizigin sesi
geliyor. Binlerce damlanin cesitli yiiksekliklerden diiserek tasa temas edisinin yankilari bu sesler ve bu seslerden
baska hi¢ uyarict yok bu kuytu odada [The sound of music composed by a composer around Zumthor with the
theme of “‘stone and water”” comes from all the walls. These sounds are the echoes of thousands of drops falling
from various heights and touching the stone, and there is no stimulus other than these sounds in this secluded
room]. (Bilgin, 2019: 15-18)

Kuytu odalardan birinin ortasinda da kaynak suyun serini var. Iri bir borudan ¢agil cagil yerlere akiyor. Bu kez
yikanmak, dokunulmak icin degil i¢ilmek, yani tadilmak icin. Su ve tas koklandiktan, dokunulduktan, isitildikten
sonra bir de tadilmig oluyor. Boylelikle tatma duyusu da tecrit edilerek uyarilmis oluyor [There is a cool spring
water in the middle of one of the secluded rooms. It flows cascading down a large pipe to the ground. This time,
not to be washed, touched, but to be drunk, that is, to be tasted. After smelling, touching and hearing the water
and the stone, it is also tasted. In this way, the sense of taste is also isolated and stimulated]. (Bilgin, 2019: 15-
18)

Dikkat edilirse bir tek gérme duyusu yok ki, o da Zumthor igin en kolay vazgecilebilir duyu. Clinkii gérme bu
diinyanin egemen duyusu: Disarida her sey gorme odakli degil mi zaten? [Note that there is not only one sense
of sight, which is the most dispensable sense for Zumthor. Because sight is the dominant sense of this world:
Isn't everything out there focused on sight anyway?]. (Bilgin, 2019: 15-18)

First of all, when the sensory features of water in the architectural space are examined in the above statement,
the determined word is underlined: Senses. The reason why this word is chosen as a sensory feature is due to
the directly related to all senses. Besides the sensory features, when the perceptual features of water in the
architectural space are examined in the above statement, the determined words are underlined: Contact and
Eco. When these two situations are combined, the words chosen from the statements for the conceptualization
of water through space are Senses, Contact and Echo (Table 13). These selected words support both the
relationship of water with space and the concepts that can be considered in common with the pure appearance
of architecture.

Table 13. Sensory and perceptual features of water in the Therme Vals

Statement Type Thematic Concepts
Some explanations by Thsan Bilgin (Master Architect, Academician, Senses
Professor of Architecture, Dean, Writer) in his book named “Mimarin Contact
Solugu” Eco

Fallingwater
Donald Hoppen has the following description of the building:

Wright’s apprentice Donald Hoppen has spoken of Wright’s “uncanny sense of...genius loci”” (Latin for "spirit
of the place™) and from the very beginning, the architect rejected a site that presented a conventional view of the
waterfall; instead, he audaciously offered to make the house part of it, stating that the ““visit to the waterfall in
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the woods stays with me and a domicile takes shape in my mind to the music of the stream.” The South-southeast
orientation gives the illusion that the stream flows, not alongside the house, but through it. (Wiebe, n.d.)

In an interview on YouTube, Wright said about Fallingwater:

There was a rock ledge bank beside the waterfall and the natural thing seemed to be to cantilever the house from
the rock bank over the fall, and The Bear Run house came into possession of concrete and steel of which to build
a house and of course the grammar of that house geared up on that basis and of course Mr. Kaufmann’s love
for a beautiful site. He loved the side where the house was built, and he liked to listen to the waterfall, so that it
was a prime motive in the design. | think you can hear the waterfall when you look at the design. At least it’s
there, and he lives independently with the thing he loved. (Manufacturing Intellect, 2019)

First, when the sensory features of water in the architectural space are examined in the above statement, the
determined word is underlined: Hearing. The reason why this word is chosen as a sensory feature is due to the
directly related to sound. Besides the sensory features when the perceptual features of water in the architectural
space are examined in the above statement, the determined words are underlined: Part of Waterfall and Illusion.
When these two situations are combined, the words chosen from the statements for the conceptualization of
water through space are: Music of the Stream, Illusion, Hearing (Table 14). These selected words support both
the relationship of water with space and the concepts that can be considered in common with the pure
appearance of architecture.

Table 14. Sensory and perceptual features of water in Fallingwater

Statement Type Thematic Concepts
Donald Hoppen’s (Wright’s apprentice) description in an Essay by Hearin
Charles Wiebe Part of Wat%rfall
Interview with Frank Lloyd Wright (Architect of the Building) on Ilusion

YouTube

Pulitzer Arts Foundation at St. Louis
Since there is no text of Ando related to this example, it has been tried to go through a thesis.

The museum is inwardlooking, or even secretive. What one can see from outside are horizontal rectangular
masses, concrete walls, and small openings. On the south side is a peaceful water area extending to the skyline
of the city in the distance; on the east side is the exhibition zone with the highest ceiling. The lobby is a concrete
box connecting two long building parts, and its large windows face southwest to the water surface. Water is
always an important architectural element for Ando. Just like Ando’s other works, the Pulitzer Foundation for
the Arts has its own nature. Between two concrete boxes, there is a narrow rectangular artificial pond, opening
to the southwest. After taking a U turn from the entrance gate, there is a curtain wall, through which one may
have the whole view of the pond. As the pond is enclosed by three concrete boxes, in most of times the pond is
peaceful. The peaceful pond is how Ando achieves the abstract from the nature: light comes to the interior space
through the curtain wall; water is still on the pond; and the sky is reflected by the water. (Jiang, 2019: 14-18)

First, when the sensory features of water in the architectural space are examined in the above statement, the
determined word is underlined: View. The reason why this word is chosen as a sensory feature is due to the
directly related to image. Besides the sensory features, when the perceptual features of water in the
architectural space are examined in the above statement, the determined words are underlined: Peaceful and
Reflection. When these two situations are combined, the words chosen from the statements for the
conceptualization of water through space are: View, Peaceful, Reflection (Table 15). These selected words
support both the relationship of water with space and the concepts that can be considered in common with the
pure appearance of architecture.

Table 15. Sensory and perceptual features of water in Pulitzer Arts Foundation at St. Louis

Statement Type Thematic Concepts
Some explanations by Cunbei Jiang (Master Architect) in his Master ngfg}lm
Thesis i
Reflection
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Church on the Water
In the catalog published by MOMA, Frampton wrote about the building:

The wall behind the altar is constructed entirely of glass, affording a dramatic panorama of the pond with a
large cross set into the water. The glass wall itself, spanned by a cruciform mullion, can slide to the side, like a
giant shdji screen, opening the chapel toward nature. (Frampton, 1991: 34)

In the the book titled “Boyut Cagdas Mimarlar1 Dizisi 6 - Tadao Ando”, C. Abdi Glizer cited the Ando's
statement about the building:

Bu projede yakindaki bir dereden su alinarak yapay bir gél olusturuldu. Doganin bir parcasi olan suyun
mimarlikla ve insanlarla iliskisi iizerine diigiinmeye basladim. [In this project, an artificial lake was created by
taking water from a nearby stream. | started to think about the relationship of water, which is a part of nature,
with architecture and people]. (Guzer, 2000: 36)

Uzun duvar boyunca yaprya yaklasildiginda derenin sesini duyuyor fakat onu goremiyorsunuz, heyecan
yiikseldikce duvardaki bir acikliktan iceri giriliyor ve 180 derece doniilerek suyla karsidagiliyor. Su sesini
dinleyerek yumugak bir tepeye tirmanirken, dort bir tarafi cam duvarlarla kapli bir mekana yoneliniyor. [When
you approach the building along the long wall, you can hear the sound of the stream, but you cannot see it. As
the excitement rises, one enters through an opening in the wall and turns 180 degrees to come across water.
While climbing a soft hill listening to the sound of water, you head towards a place covered with glass walls on
all four sides]. (Guzer, 2000: 36)

Burada insan suyun, riizgarin ve kuglarin seslerini dinleyerek dogayla iletisim kuruyor. Ben izleyicilerin sadece
gozlerine degil tiim duyularina hitap eden bir mimari yapmak istedim. [Here, people communicate with nature
by listening to the sounds of water, wind and birds. | wanted to make an architecture that appeals not only to the
eyes of the audience, but also to all their senses]. (Guzer, 2000: 36)

Sapelin ontindeki suyun yiizeyi ¢evrenin muhtesem dogast iginde soyut bir ayna yiizeyi gibi uzaniyor. Manzara
glintin saatlerine gore degisiyor ve suda yanstyor. [The surface of the water in front of the chapel stretches out
like an abstract mirror surface in the magnificent nature of the surroundings. The landscape changes according
to the time of day and is reflected in the water]. (Guizer, 2000: 37)

First, when the sensory features of water in the architectural space are examined in the above statement, the
determined word is underlined: Dramatic Panorama. The reason why this clause is chosen as a sensory feature
is due to the directly related to image. Besides the sensory features, when the perceptual features of water in
the architectural space are examined in the above statement, the determined words are underlined:
Communication and Reflection. When these two situations are combined, the words chosen from the
statements for the conceptualization of water through space are: Dramatic Panorama, Communication,
Reflection (Table 16). These words support both the relationship of water with space and the concepts that can
be considered in common with the pure appearance of architecture.

Table 16. Sensory and perceptual features of water in Church on the Water

Statement Type Thematic Concepts

Dramatic Panorama
Communication
Reflection

Some explanations by Kenneth Frampton (Architect, Critic and
Historian) in the catalog published by MOMA

DISCUSSION

In this section, all the findings were tried to be connected by emphasizing the inferences obtained with a
biophilic design approach, why these findings were traced, and the reflections of the relations between concept
and mass on nature and water. In this context, a comparison was made between the analyzed examples,
emphasizing their similarities and differences regarding the final perceptual result.

Reading results according to the first method were combined in Table 17. The sensory features of water in
selected buildings were evaluated according to the five senses decided based on YouTube videos. The same
sensory features of water were determined in Fort Worth Water Gardens, in Smithsonian Institution Courtyard,
in Apple Piazza Liberty, in Fallingwater and in Church on the Water (Table 17). On YouTube videos, while
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information about “Sound”, “Image” and “Tactile Texture” features can be determined from the experience of
people in the space, precise information about “Smell” and “Taste” features could not be accessed for these
buildings (Table 17). Apart from the Pulitzer Arts Foundation in St. Louis, the “Sound” feature was determined
in 6 other selected architectural designs. “Image” feature was determined in all seven selected architectural
designs. Apart from the Pulitzer Arts Foundation in St. Louis, the “Tactile Texture” was determined in 6 other
selected architectural designs. Apart from The Therme Vals, the “Smell” and “Taste” feature was not
determined in 6 other selected architectural designs (Table 17). All sensory features of water were determined
in The Therme Vals (Table 17). On YouTube videos, “Sound”, “Image” and “Tactile Texture”, “Smell” and
“Taste” features was determined from the experience of people in the space for this building (Table 17). So,
this building was different from the others. Only one feature of water was determined in Pulitzer Arts
Foundation at St. Louis (Table 17). On YouTube videos, while information about “Image” feature was
determined from the experience of people in the space, precise information about “Sound”, “Tactile Texture”,
“Smell” and “Taste” features could not be accessed for this building (Table 17). In this case, The Therme Vals
stood out by showing that all sensory features were experienceable, while the Pulitzer Arts Foundation at St.
Louis showed that only one sensory feature was experienceable.

Table 17. Sensory features of water in selected buildings

Sensory Features of Water

Selected Example Sound Image Tactile Smell Taste
Texture

Fort Worth Water Gardens, + + + ) )
Philip Johnson and John Burgee
The Robert and Arlene Kogod Courtyard at the Smithsonian
Institution, + + + - -
Foster and Partners
Apple Piazza Liberty + + + : :
Foster and Partners
The Therme Vals
Peter Zumthor * * * * *
Fallingwater
Frank Lloyd Wright - - - ) )
Pulitzer Arts Foundation at St. Louis + ) )
Tadao Ando
Church on the Water
Tadao Ando * * * ) )

Reading results according to the second method were combined in Table 18. The sensory and perceptual
features of water in selected buildings were evaluated according to the statements. Three concepts were
obtained from the statements obtained for each selected building (Table 18). A total of 21 concepts were
determined by thematic reading (Table 18). Relationships between these 21 concepts and exemplary spaces
were tried to be established through the element of water in Table 18. At the same time, concepts were
discussed reflections of the relations between analyzed examples of nature and water. The effect of the
presence of water in a place on stress, cognitive performance, emotion, mood, preferences was a theme of
nature-related design and interaction between humans and nature in biophilic design. This information was
consistent with the results obtained in this study.

“Contact” concept for The Therme Vals, “Part of Waterfall” concept for Fallingwater, “Communication”
concept for Church on the Water were shown that these architectural designs were part of nature. From this
point of view, it could be stated that these architectural designs can increase the relationship between humans
and nature. It also supported being close to nature based on the definition of Kellert and Wilson’s (1993) as “a
human dependence on nature that extends far beyond the simple issues of material and physical sustenance”
and Kellert’s (2005) as biophilic design as the instinctive connection of people with the natural world.

“Calm” and “Noise” concepts for Fort Worth Water Gardens, “Multisensory” and “Disappearing” concepts
for The Robert and Arlene Kogod Courtyard at the Smithsonian Institution, “Infinitely Reflections” concept
for Apple Piazza Liberty, “Peaceful” concept for Pulitzer Arts Foundation at St. Louis were shown that these
architectural designs could be related emotions and moods because of effect the sensory perception.
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All selected words for the examples support both the relationship of water with space and the concepts that
could be considered in common with the pure appearance of architecture. “Endless” concept for Fort Worth
Water Gardens, “Curling” and “Plane” concepts for The Robert and Arlene Kogod Courtyard at the
Smithsonian Institution, “Kaleidoscopic Effect” concept for Apple Piazza Liberty, “Contact” and “Eco”
concepts for The Therme Vals, “Part of Waterfall” and “lllusion” concepts for Fallingwater, “View” and
“Reflection” concepts for Pulitzer Arts Foundation at St. Louis, “Dramatic Panorama” “Communication” and
“Reflection” concepts for Church on the Water were shown that there was a connection between these water
features and these architectural designs of the masses.

Table 18. Conceptualization of water in selected buildings

Selected Example Concepts Figures

Noise
Endless
Calm

Fort Worth Water Gardens,
Philip Johnson and John Burgee

The Robert and Arlene Kogod Courtyard at the  Curling
Smithsonian Institution, Plane
Foster and Partners Disappearing

Multisensory
Kaleidoscopic Effect
Infinitely Reflections

Apple Piazza Liberty,
Foster and Partners

The Therme Vals, Senses

Peter Zumthor Contact
Eco

i Hearing
E?:riﬂgg gtedr’wri ht Part of Waterfall
y g Ilusion

Pulitzer Arts Foundation at St. Louis, View
Peaceful

Tadao Ando J
Reflection

Dramatic Panorama
Communication
Reflection

Church on the Water,
Tadao Ando
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CONCLUSION

In this study, the field studies carried out above resulted in the acquisition of concepts arising from some
statements and videos. It was observed that the concepts obtained from the statements intersect in the selected
architectural examples, both in water use and the characteristic architectural line of the building. From the
statements obtained, this compatibility between both the water and the characteristic elements of the building
was conceptualized. The multidimensional linear oasis design in the Fort Worth Water Gardens could connect
one of its concepts, “Endless”; the wavy glass-steel and the fluid-form of the roof design in the Robert and
Arlene Kogod Courtyard at the Smithsonian Institution could connect one of its concepts “Curling”; the glass
ceiling and fountain’s wall design in the Apple Piazza Liberty could be connect one of the its concepts
“Kaleidoscopic Effect”; the half buried into the hillside design in The Therme Vals could connect one of its
concepts “Contact”; the planes and relationship of layers design in Fallingwater could connect one of the its
concepts “Part of Waterfall”; the design of the canyon-like walls in Pulitzer Arts Foundation at St. Louis could
connect one of its concepts “Peaceful”; the partly designed onto the pond the Church on the Water could
connect one of its concepts “Communication”. From this point of view, it could be stated that there was a
connection between the sensory and perceptual aspects of the water in the buildings and the concepts obtained
with the biophilic approach from the statements of the author architects.

According to 14 Models of Biophilic Design (2014), the presence of water enriches a place’s experience
through seeing, hearing, or touching the water. In addition to this situation, it was identified from the findings
that experience a place through smelling and tasting the water in The Therme Vals. Therefore, when the other
smelling and tasting experiences were added to this seeing, hearing or touching experiences, and in this context,
the presence of water could enrich the experience more. On the other hand, within the scope of biophilic design,
besides the use of water as an element in the space, it was observed that water was also reflected in the building
architecture. In addition to the physiological and psychological effects of the presence of water in the space, it
was observed that it was a phenomenon that also shapes architectural design decisions. As a result, it was
concluded that sensory perception of the water features in the architectural space can affect human psychology
within the scope of the biophilic design, architecture and author architects’ relationship in this study. From this
point of view, the ways of perceiving water in contemporary architectural examples that could be given as
examples of biophilic design and determined concepts were found to be related.
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Extended Abstract

Introduction: Silk production has ancient roots in China, and its history is back to the 3rd millennium BCE. Following
the conquest of Mongolia in the 13th century, over a vast section of the world’s political geography, the presence of
Chinese motifs such as dragons, mythical animals, and plants on textiles woven in other countries became stronger. On
the other hand, Iran, as an intermediary country between East Asia and Europe, in the 14th century, was ruled by llkanid
(r.1256-1335) and Timurid (r.1370-1507), both of them with Mongol roots; so, it can be seen the interaction between two
iconographical culture which effected by the growing of intercultural exchanges and the new horizons of trading, arrived
to European countries. Nowadays, surveying the iconography of some textile fragments produced in Lucca in the 14th
century, some oriental roots can be seen. In these textiles, they can derivate Italian roots, Chinese roots, and Iranian ones.
A more interesting point in this topic is the presence of these fabrics in paintings of the said century in Tuscan province,
which was considered a turning point in western art. The presence of these motifs in western art is one of the attractive
subjects in the field of art history. It has been more than a century since the valuable book “Kunstgeschichte der
Seidenweberei” by Von Falke (1913). He surveyed historical textiles based on history and geography. Later, many
researchers were attracted to the presence of oriental silk and, more important to that, oriental elements in western art
because VVon Falke, in surveying Italian fabrics, turned to “chinesischer Einfluss in Italian” and “sinopersischer Einfluss
in Italian,” which pointed to the relation between western textiles with Chinese ones in 13th and 14th centuries. Wardwell
took another significant step in this respect at the end of the eighties and, aiming to categorize Asian textiles in the said
centuries, brought a new vision to this topic (Wardwell, 1989). In their various research types, other scholars spoke about
these foreign elements while studying the history of silk production in Lucca. Between the second half of 1800 and the
first three decades of 1900, many catalogs were published regarding the growth of European collections of historic fabrics,
and the topic of motifs presented in fabrics was increasingly under attention. By the beginning of the 1960s, Devoti (1974)
developed a new method for surveying not only historical ones produced in Lucca but also, as her suggested methodology,
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technical and artistic aspects of textile(s) to be studied all together. This prominent master is one of the most important
connoisseurs of fabrics produced in Lucca, and her researches are still a significant source in this field. Around the end
of this decade, Klesse (1967) published “Seidenstoffe in der italienischen Malerei,” in which she reiterated the importance
of the issue. As an active researcher, Maria Ludovica Rosati believes that there can be no doubt about the presence of
foreign elements in Italian fabrics during the 13th and 14th centuries (Rosati, 2010). This scholar, who has mentioned
this subject in her different articles, published a book under the title of “Lucca una citta di seta” with the cooperation of
Del Punta in 2017 (Del Punta & Rosati, 2017). In this book, various historical, economic, cultural, and technical aspects
of fabric production in Lucca are surveyed. In the first chapter, Rosati talked about different Oriental fabrics in Lucca,
explaining their iconography. It is considered one of the credible sources for obtaining the Oriental models available in
fabric weaving in this city in the Middle Ages.

Purpose and scope: This article aims to trace the iconography of fabrics produced in Italy in the 14th century. Aside
from the fabrics left from this period, the presence of fabrics in paintings can be considered significant data, the fabrics
of some of the most important paintings of this era are surveyed and rotted.

Method: The present research is based on theoretical research and based on the meta-synthesis method. This proficiency
is a technique for examining qualitative research, so it is based on evidence from documentary studies, containing
information and outcomes provided by previous authors and pioneers of this subject.

Findings and conclusion: One of the most important types of Iranian art of which the signs can be traced in other places
is fabric weaving, which contains various iconography from different eras. In the 14th century, Mongol governments with
Chinese roots ruled Iran, and their style of fabric weaving, including their unique iconography, influenced this industry
in Iran. On the other hand, due to the presence of Italian merchants in Iran and the fame of the Raw silk produced in the
East, a big part of this valuable material was transferred to Italy during this period. So, the marks of Iranian iconography
are observable in Italian fabrics of that time. By the comparative study of this Italian art in the 14th century, it can be seen
that the iconography of Italian fabrics combines of Chinese signs and Iranian composition under the influence of Italian
art. Studying iconography in Italian fabrics in the 14th century, aside from the samples left in museums, is also possible
by studying the painting illustrating these fabrics. Based on the surveys, it can be concluded that fabric was a phenomenon
rather than a commercial item in that century and created a kind of cosmopolitanism. This means an Italian artist in work
on the topic of Christian religion used a fabric with Oriental iconography. Generally, the artists active in this field are
divided into three groups: artists such as Simone Martini and the followers of his style, who used fabrics with a
concentration on a golden color and probably have encountered fabrics produced in central Asia; artists who used fabrics
with green and blue background whose probable source of inspiration had been Iranian fabrics produced in Ilkanid period;
and finally artists who used fabrics with a red or orange background, following Spinello Arentino’s style.

Keywords: Iranian Textiles, Chinese Iconography, Italian Fabrics, Simone Martini, Spinello Arentino

INTRODUCTION

Historically, one of the arts under the direct influence of China art is fabric weaving. This country has been
famous for its sericulture and silk production since to the 3rd millennium BCE (Daylan, 2019: 1-4). Silk
products from China have always been welcomed in other countries. Following the conquest of Mongolia over
a vast section of the world’s political geography, the presence of Chinese motifs such as dragons, mythical
animals, and plants on textiles woven in other countries became stronger. According to the available
documents, during the 14th century, the governments derived from Mongol dynasties (Ilkhanid and Timurid)
were ruling Iran (Schrato, 1959). Simultaneously, Italian Kings and merchants tried to expand commercial and
political relations with the Oriental rulers like the states of the Levant -that is an approximate historical area in
the Eastern Mediterranean, but it should be mentioned that Most Italian merchants were in Cairo- Byzantium,
Iran and Central Asia (Jacoby, 2004: 233). As a result, the iconography of Iranian and Italian fabrics was
impressed by Chinese art, which is traceable in fabrics left from that era. The noticeable point about Italian
fabrics is their similarity in composition, color, and content to Iranian fabrics produced in the same era. In
other words, Italian fabrics of the 14th century were a combination of the iconography of Chinese and Iranian
origins influenced by artistic concepts. There are two main sources for studying about Italian fabrics: first,
fabrics which are kept in museums all over the world; and the second, fabrics which are displayed by Gothic
and Renaissances painters in their works. A comparison of the textiles in museums and the textiles painted by
the Italian painters show that they were completely loyal to the original fabrics (Figure 5-7) and illustrated
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them with exact details in the paintings. These artworks are valuable sources to examine the iconography of
the fabrics of which the original ones are defunct.

METHOD

The present research is based on theoretical research and based on the meta-synthesis method. This proficiency
is a technique for examining qualitative research (Jensen & Allen, 1996), so it is based on evidence from
documentary studies, containing information and outcomes provided by previous authors and pioneers of this
subject.

A brief introduction to the history of Iran and Italy in the 14" century

Iran in the 14" century was ruled by llkanid (r.1256-1335) and Timurid (r.1370-1507), both with Mongol roots.
The long-term relationship between Iran and China goes back to ancient times (around 200 BC); however, a
strong influence of the Chinese style occurred during the Mongol invasion of Iran on 1 Jan. 1256 AD, the
Mongol prince Hulegu Khan (r. 1256-1265), a grandson of Genghis Khan (r. 1158-1227), led his army into
Iranian territory (Dashdondog, 2010: 127). They ruled Iran, after the assault, for 79 years, from 1256 to 1335
AD. The Mongols and their Persian administrators reinvigorated the idea of the political and cultural autonomy
of Iran, renewed her ties with the central Asia world, and in so doing, prepared the ground for the realization
of Iranian potential and talents (Kamaroff & Carboni, 2004: 25). Timurid was a dynasty of Turk-Mongol who
ruled Iran for more than a century, from 1370 to 1507 (Pubblici, 2007: 35). With this kingdom, Iran’s borders
extended to Samarkand in this era, and this city was nominated as their capital. Soon the capital city became
the gathering point of artists. In this era, Iranians developed a commercial relationship with Western Europe
(Ni & Kaner, 2020: 502). At the same time in Italy, feudal governments-which started after Charles the Fat in
888 AD- was growing and expanding. These governments were in a military and political battle with Rome
and tried to keep their independence. These events led to the formation of several states in Italy (Figure 1).

1297 The Kingdom of Sardinia

1259 The Lords in Northern Italy  ;35¢
1309 The Kingdom of Naples (Angevin/Aragonee)

1448

1442
1302 The Decline of the Papacy and the Empire

1300 1350, 1400
1256 Ilkhanid Empire 1335 1370 Timurids Empire 1507

1414

Figure 1. Italian governments at the time of llkhanid and Timurid

The common enemy, Egyptian Mamluks, caused the advent of political and commercial relations between
Iranian governments (especially Ilkhanid) and Italian ones. During the 14™ century, Italian culture underwent
an explosion of cultural development, which lasted until the 16t century and involved ethical, doctrinal,
literary, scientific, and technical subjects (Guarnieri & Del Negro, 2019). Today, there are several documents
indicating the expansion of commercial activities of Venetian and Genoese businessmen in llkhanid territories.
One of the most important aspects of these activities was related to silk. During the 14™ century, the Raw silk
imported from the Oriental territories to Italy in large volumes triggered a commercial silk race between Italy
and Mongol territories. The new competition was intense, more egalitarian, and less hierarchical, and many
small and medium-sized companies were linked together by a dense network of relationships (Poloni, 2017:
121-146). The presence of Mongol silks was so vast and effective in Italy that in Lucca, the important city of
Tuscany, weavers produced different silk products under Mongol-Persian types.

Fabric weaving in Iran in the 14" century

The rule of the Mongols rule created an ethnographic change, with the region division into separate cultural
areas. In the realm of culture, science and daily life, they brought in changes of all sorts — new foods, new
plants, and new styles of art (Manz, 2007: 55). During the Mongol dynasty government in Iran, the textile
industry progressed and annually a part of produced textiles was exported to other countries. As can be seen
in historical documents like Al-Morshed fi al-hisab that is a book in Ilkhanid period to teach the calculation,
these pieces of art were mostly exported to China (Vosoughi & Soleymani, 2013: 184). Due to the lack of
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written documents, there is no detailed information about the texture of fabrics and more surveying can be
placed on the iconographical aspects. However, based on the writings by explorers and the clothing of people
pictured in paintings, it can be concluded that more open designs replaced thick and fully ornamented fabrics;
and the skills of Iranian weavers grew in popularity. Mongols had a greedy interest in brocade, and gold was
praised for its color and brilliance associated with the moon and the sun, which were important in their culture
(Allsen, 1997: 110). Therefore, weaving various types of brocade, which had been already prevalent in Iran,
continued in the llkhanid era. Weaving silk fabric became an important industry in Guilan, Khurasan, Yazd,
and Kerman. The utilization of Iranian scientists and intellectuals in art and architecture indicates of Iranian
cultural influence on Mongols (Ashrafi & Mirjafary, 2015: 12). This era was one of the most magnificent
periods in Iran’s cultural-artistic history. This attitude continued after llkhanid kings and Timur, who was
famous for his assault, brutal murders in conquered cities, and as a world conqueror, was strangely known as
the initiator of art (focusing on Iranian art) resuscitation and supported artists (La’l Shateri & Rajabi, 2016:
80). For this reason, the presence of Iranian art, originated from Chinese art, continued for the whole century
and it was not just limited to Ilkhanid epoch.

Fabric weaving in Italy in the 14" century

In the history of fabric weaving in Italy, the 14th century is considered a turning point in which fabric
production witnessed noticeable progress in weaving and iconography. In this respect, two cities should be
mentioned as the important centers of fabric production in this period: Venice in the north and Lucca in the
center of Italy. By surveying the documents (commercial letters, lists, ledgers) left from that era in archives, it
can be concluded that Lucca was the first fabric production center in Italy. The oldest document obtained about
fabric production is date back to 1223, now kept in the city’s archive (Del Punta, 2016: 16). Silk production
was the heart of commercial activities of this city, and silk trade with the Middle East started in Lucca which
was limited to raw silk and raw material for fabric dyeing in the beginning (Figure 2).
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Figure 2. The various ways of transcultural exchanges in Lucca during 11"-14™ centuries

Through indications of historical documents of that era, it is clear that some merchants purchased silk produced
in eastern countries such as Iran and sold them in European cities such as Avignon, Antwerp, Bourgeois and
London (Del Punta, 2016: 21). On the other hand, the emergence of commercial crisis in Italy in early 14"
century brought about some commercial changes; so, from 1314 onwards, many weavers from Lucca started
to immigrate to Florence, Bologna, Milan, and especially VVenice (Degli Innocenti & Zupo, 2010: 27). Arrival
of these immigrants, masters in fabric production, had a great effect in fabrics produced in Venice causing a
type of cosmopolitan phenomenon in textile iconography. Nowadays, it is impossible to distinguish whether
fabrics were produced in Venice or Lucca, unless there are documents to state clearly the place of production.
The production of velvet in Venice was well-received in the early 14™ century, and the weaving of silk with
embossed flowers had great improvement in this century in Italy. These two types of fabrics (or a combination
of them) are now considered as the most important types of Italian fabrics left from that century. The notable
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point in these fabrics is the influence of the culture of the Far East, especially in China. Mongol Genghis Khan
Conquests caused similar cultural confrontations in this century. On the other side, the Mongol empire was
never ignorant of relations with western countries and was in contact with them under various titles. Marco
Polo's Journey through the Silk Road and his stay in Genghis Khan Court approve the existence of such
relations. Nowadays, Chinese fabric and Iranian fabrics containing Chinese iconography are kept in many
churches in Italy, such as the Cathedral of Perugia in the north of Italy (Devoti, 1974: 41).

The effects of Chinese textile on Iranian and Italian fabrics

Following the conquest of Iran by Mongols, the artistic relationship between these two countries underwent
major transformations. llkhanid art lover rulers such as Ghazan Khan (d. 1271-1304) and Oljaitu Khan (d.
1282-1316) and patrons of art in the administration such as Rashid al-Din Fazullah (d. 1247-1318) facilitated
the prevalence of Chinese art styles in the iconographical part (Kadoi & Masuya, 2017: 636-665). There were
cultural and commercial relations between llkhanid and their Chinese counterparts, the Yuan dynasty (r. 1271-
1368). The immigration of Chinese weavers to Iran, expansion of commercial relations, and the demand for
Chinese goods in Iran increased the effects of Chinese iconography in Iranian art. So, Chinese art directly
influenced Iranian art, but concerning Italy, the situation was different. China never ruled this country, while
the existence of commercial relations between the two countries is confirmed. After the fall of Acre by
Muslims in 1291 and sanctions imposed by the Pope against Egyptian Mamluks, which remained effective
until 1345, Italian merchants, staying in the Levant, were forced to expand the range of their business to other
places in Asia. During llkhanid rule in Iran, Venetian merchants, due to conflicts with Egyptian rulers,
transferred the center of their activities from Egypt to Iran, especially Tabriz city, in such a way that they
operated as a commercial intermediary between Asia and Europe and exchanged Italian (or other European
countries) artifacts with Chinese and Indian products including textiles produced in Iran (Mazaheri, 1994: 57).
Aside from the presence of merchants from Piacenza, Venice, and Genoa, who’s staying in Tabriz and
Soltanieh- a city in northwestern Iran- are confirmed by the documents left from that period, Italian merchants
moved toward China and by passing through present Beijing, resided in this country during the early 14"
century (Petech, 1962: 563).

In addition, these influences had been expanded through the long relationships between Iran and China and
the Silk Road that connected the East and the West. Chinese silk was very famous during the Mongol age, and
the trade of this type of fabric was another reason for the transfer of Chinese designs and weaving principles.
According to Von Falke in his book Kunstgeschichte der Seidenweberei, the relation between Chinese and
Western textiles, which was attributed to China, was based on visual relation and by utilization of similar
iconography, started by Venetian and Lucian weavers in Italy (Wardwell, 1989: 128). A century after Falke,
Anne Wardwell, by researching the type and color of threads used in Italian fabrics of the 14th century,
recommended (suggested or coined) the term Panni Tartarici for Islamic silks woven with gold and silver
produced in Central Asia, to describe this type of fabrics. Nowadays, it’s clear that this term was merely used
for Chinese textiles of the Yuan dynasty in western countries, which indicates the existence of Chinese fabrics
in Western countries, including Italy.

Analytical comparison between Iranian and Italian textiles effected by Chinese Iconography in the 14"
century

There is a common theme of motifs and composition in Iranian and Italian Textiles from the 14" century.
These works were created under the effect of Chinese art and can be studied from the following viewpoints:

Content and concept: Most fabrics left from this era in Iran and Italy contain animal and plant motifs. Utilizing
these motifs which had a very long history in the art of fabric weaving in both countries, was directly influenced
by China art in the 14™ century. About animal motifs which are illustrated on fabrics in naturalistic or symbolic
ways, it can be claimed that using these motifs-especially combined animals- and displaying them in a
symmetrical form is rooted in the Sasanian dynasty (224-651), who often combined them with old symbols
from territories of the west, such as rosettes and dots, to create royal or religious emblems. Thus, the “original”
animal style would remain a common Eurasian reference used widely to the end of the Mongol period. One of
the most common symbolic animal motif stands out is the motif of Simurgh that is an Iranian mythical bird, a
legendary bird that was created for the first time in Sasanian art (Figure 3) and transferred to Chinese culture.
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Figure 3. The Silk fragment from the Sasanian period, London, Victoria & Albert Museum, Inv. 8579-1863

In the major part of the research, this legendary animal is mentioned as a bird. There is still a discussion among
scholars about whether or not it is a bird. But after transference to China, Simurgh was generally displayed as
a bird. This fictional animal found a new face in Chinese textiles as the flying birds with flowers and plants
placed between them (Figure 4).

Figure 4. The presence of Simurgh in a Chinese silk fragment. Chinese fabric belonging to 13-14" century, New York,
Metropolitan Museum, Inv. 1973.269

The Sasanid Simurgh is actually a legendary creature composed of several animal species, which most often
includes a combination of a lion's head and legs and a bird's wings. Its tail is mostly like a volume saturated
with geometric motifs, and it becomes more voluminous from the bottom to the top, and its top ends with a
semicircle. This imaginary animal is shown in profile (side view) in Sasanid art, and as seen in the Victoria
and Albert Museum fabric, there is a lot of empty space in the composition. Meanwhile, in the Ilkhanid period,
Simurgh is a flexible and moving bird, it is shown more delicately and is mostly in different angles while
flying. This new iconography was exported to Iran, Western Europe, and Italy (Figure 5). The image of this
bird with open wings and tail is adopted from the textiles and culture of China (Talebpour, 2016: 135). Notably,
these types of motifs were used for ornamental purposes or specific purposes (iconography). For instance, in
the Islamic era, its extensive open tail is a symbol of the galaxy and universe; and it is said that its image
symbolizes the incorruptibility and duality of the human soul and spirit (Alikhani et al., 2018: 61). But the use
of this bird in some Italian fabrics was merely decorative.

Figure 5. Left: Iranian textile including the Chinese Simurgh, 14™ century, Boston, Museum of Fine Arts, Inv. 41.495.,
Right: Italian fabric (woven in Lucca or Venice), including Chinese Simurgh, 14" century, Berlin,
Kunstgewerbemuseum, Inv. 61.05
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Composition and color: By surveying the available samples, it can be observed that animal and plant designs
are moving freely on the fabrics, and they are released from the arid, predefined frames. Based on this structure,
new and more modern compositions appeared. In the fabrics of this era, branches and flowers fill up fabric’s
surface, which originates in Chinese art. Moreover, in the field of coloring, the weavers mostly use
contradictory colors for the designs and background of fabrics. In many cases, the designs are made from
various colors; in rare cases, they are made of a single color in contradiction with the color of the background
(See figure 4). It can be said that in this period, ltalian textiles were the real transcultural exchange
phenomenon. Simultaneously, in Iran and Italy, there were fabrics whose main theme was facing birds,
geometric and plant patterns (Table 1). This caused this special composition to be used even in the merely
decorative aspects in which no special iconography existed.

Table 1. Surveying the similarity in Iranian and Italian fabrics produced in 14" century

Number Iranian Textiles Italian Textiles

Similarity in content/color

Similarity in composition

Animal-plant pattern.

Using contrasting colors of
the design and
background.

Same composition and
simple repeating rhythm.

Animal-plant pattern.

Using contrasting colors
for the design and
background.

The presence of movement
in the designs and the use
of mythical plants such as
lotus.

Using geometric motifs to
fill the  background,
showing birds in
quarantine position.

The use of plant motifs
among birds.

The contrasting colors of
the background and the
same simple design and
rhythm.

N
s |/
Al
\

Devoti, 1974,

No.39

1.
e\ o
London, V & A London, V & A museum,
museum, Inv. 1996.286 Inv. 7084.1860.
2.
Cleveland, Cleveland B
museum of art, Kunstgewgblg}nuseum
Inv.1985.4 Inv. 62.90.
3. ¢
] 'C'Ieveland, -Cleve'l'a'n' Florence, Museo di
museum of art, Bargello, Inv. 618.
Inv.1945.34.
4,

London, Khalili
collection, Inv. 245.

Lyon, Musée des Tissus et
des Arts Décoratifs, Inv.
28492.

The wuse of common
geometric motifs, the use
of common composition
and simple fabric
background.

The Use of framing for
plant motifs.

AN A
Devoti, 1974,

No.41
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Fabrics with the oriental approach in Italian paintings of the 14™ century focusing on Tuscany province

The fabric in Italian paintings is observable and searchable from the 13" century. Throughout the Medieval,
silk production was related to church circumstances, and clergy members were among the major customers of
silk products. It can be said that clergy members were practically the only customers after kings, princesses,
and social high-rank personalities in the west Latin world. So, there is no wonder that in religious paintings,
the presence of fabrics is abundant and noticeable. Italian art is a remarkable development, especially in
Tuscany’s painting in the second half of the 14th century. The common technics in that era were fresco and
painting on wood. The topics are mainly religious from the Old and New Testaments, Saints’ life, and in rare
cases non-religious subjects. The painting passed by limited themes of Crucifix and Maesta and there were
remarkable transformations in decorative motifs (De Vecchi & Cerchiari, 2015: 547). There are many
paintings, including textiles, from this era. In Italian culture -similar to other countries- worthwhile fabrics
with too many motifs were a mark of high and prestigious social level. In this era, fabrics entered into religious
paintings and, in most cases, were used as a decorative element. The position of displaying these handicrafts
indicates their high value. This subject was one of the appealing subjects that the writers from that age had to
attract. One of the absorbing themes in this era was displaying fabrics in the painting by artists. This subject
was surveyed by Cennino Cennini (c.1360- ¢.1472) who is an Italian painter in his “The book of art” for the
first time. The most important part of this book regarding this subject is the Sgraffito which is notable in
Tuscany (Hoeniger, 1991: 156). This decorative method involves scarping through a layer of white slip to
reveal the darker clay body of the vessel beneath and, finally, covering the whole surface with a clear lead
glaze. This technique was used for displaying brocades. In etymology, brocade is defined as “a rich silk fabric
with raised patterns in gold and silver” (Merriam-Webster, 2018). In fact, in a piece of brocade, the fabric
patterns have golden motifs (Figure 6). According to some written and historical documents, brocade weaving
was highly fashionable in Iran from the Achaemenid Empire to the Sasanid dynasty in such a way that plenty
of pieces were used to decorate palaces and churches over the world (Shayestehfar, 2015: 60).
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Figure 6. The dalmatic of Benedetto XI imported from Central Asia; a brocade produced in the second half of 13-
first half of 14" century

The first appearances of sgraffito in paintings dated from the late Duecento and early Trecento and involved
the use of the white metal leaf. Furthermore, right from the start of the painting, the technique was used to
depict patterned luxury textiles. In his Annunciation of 1333 (Figure 7), Simone Martini transformed it.

¥

Figure 7. Gabriel cloak fabric in Annunciation by Simone Martini with collaboration of Lippo Memmi, 1333, tempera
and gold on panel, Florence, Galleria degli Uffizi, Inv. 1890 nos. 451, 452, 453
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He used gold for underlying metal, exposed larger areas of the gold, and textured these areas by granulating
them (Hoeniger, 1991: 160). Brunori in her thesis believed that Simone was quite acquainted with Oriental
textiles and performed accurately about them (Brunori, 1989: 304). This recognition was the consequence of
his relations with Santa Sede and Avignon courts, where several textiles (and handicrafts) were received from
Mongol ambassadors in the 14" century.

This new method enabled artists to imitate textiles’ qualities with far greater veracity. It is quite acceptable if
other active artists in Tuscany have used this technique in their paintings. One of the same province’s artists,
Maestro di Carita, used a fabric similar to Gabriel’s clothing and was probably inspired by this clothing (Figure
8). This artist probably displayed the back part of the fabric, and the fabric background is golden. The designs
are dark (Cf. Figure 4, right). This tradition was noted later in Renaissance art, and some artists have shown
the back of the fabric in their works.
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Figure 8. Maestro di Carita, Madonna and Child between Angels and Saints, tempera and gold on wood, first half of
14" century, Convento di St. Matthew, Pisa, National Museum, Inv. 1589

Another important artist, undoubtedly, is Spinello Arentino. He is one of the determinants of Florentine
painting style at the end of the 14™ century. His artistic life was formed in various cities of Tuscany province,
such as Lucca, Pisa, Arezzo and Siena and due to that his style was formed by a compilation of Giotto,
Lorenzetti and Andrea Pisano Works (Bresciani, 2021). In the works left from him, which are now kept in
Pizza National Museum, displaying Oriental fabric using Sgraffito technic is quite obvious (Figure 9).

Figure 9. Spinello Arentino, Incorination of Madonna, tempera and gold on wood, the second half of 14th century,
Pisa, Pisa, National Museum, Inv. S.N.

Unfortunately, except for a few cases, there is no access to the original fabrics from which the artists copied.
However, similar cases can be found (Figure 10).
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Figure 10. Comparison between the textile represented by Arentino and a textile fragment from Iran. Left: Spinello
Arentino, polyptych of St. John the Babtist, St. James the Great and St. Anthony the Great (det.), tempera and gold on
wood, the second half of 14th century, Pisa, National Museum, Inv. 1725., Right: Lampas with phoenixes amid undulating
vines, late 1200s-1300s. Eastern Iran, llkhanid period, Cleveland, The Cleveland Museum of Art, Inv. 1985.4.

Arentino had two approaches toward color selection: choosing a color similar to the main color of the fabric
and choosing a color based on present symbolism in Christianity. Red color bears various meanings in
Christian art, but in most cases, it was used to point to Christ's material nature. This case multiplies the
importance of brocades in the western world. It can be concluded that the texture of these fabrics is so attractive
that artists have emphasized their presence even in paintings with religious themes. They have passed through
mere imitation during the epoch under this research study and displayed fabrics with a new perspective. The
same cosmopolitanism in Lucca fabric production was repeated for the painters of this period. Agnolo Gaddi
was another artist who was contemporaneous with Arentino and was active in Tuscany. In his works, he has
used golden motifs of a combination of birds and plants on a blue/green background (Figure 11) or a red/orange
one (Figure 12). This point indicates that probably the artists of that era have either encountered these fabrics
closely and displayed them in their works or were inspired by their contemporaneous artists.

Figure 11. Agnolo Gaddi, Standing Madonnawith Child (det.), tempera and gold on wood, 1350-1354, Minneapolise
Institute of Art, Inv. 68.41.7.

Figure 12. Presence of textiles in Gaddi’s works. Left: two elements of polypthych (det.), tempera and gold on wood, the
second half of 14th century, Pisa, National Museum, Inv. 1689/1692., Right: Madonna of Cardinello (det.), tempera and
gold on wood, Pieve di San Lorenzo.
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Nardo di Cione was an lItalian painter, sculptor, and architect is another artist of this era who used a special
textile, including determining iconography (Figure 13). This fabric contains a motif of birds facing each other
and flowers and bushes between them, which can be seen abundantly in Iranian fabrics of this era also in some
Italian ones (Table 1). He was an artist born in Florence (¢.1320) and, according to historical documents, lived
in this city all through his artistic life (Chiappelli, 1925: 567). Even though there is no information about this
artist’s inspiration from Italian or Iranian-Chinese fabric, the form of the birds and the fact that they are faced
with each other indicates that this fabric has an Oriental origin.

Figure 13. The presence of facing birds in Nardo di Cione’s works. Left: Three Saints (det.), London, National Gallery,
Inv. NG. 581; Center: Madonna and Child between St. Gregor and St. Hiob (det.), tempera and gold on wood, 1365,
Florence, Church of Santa Croce; Right: Madonna and Child Enthroned with Saints Zenobius John the Baptist
Reparata and John the Evangelist (det.), tempera and tooled gold on panel, New York, Brooklyn Museum, Inv. 1995.2.

The same fabric is used in another work by Jacope di Cione (Figure 14). He was Nardo’s brother and both of
them had studied in a common artistic ambiance.

Figure 14. Jacopo di Cione, Coronation of the Virgin, 1372, tempera and gold on wood, 350x192.3 cm, Florence,
Galleria dell'Accademia

However, by the beginning of the 14™ century, the presence of fabrics in the clothing of religious characters,
with extreme precision in displaying details, was very common. This point is a confirmation of their high
value. In this respect, a textile, with observance of the same composition is pictured in a painting of Andrea
Orcagna - the brother of Nardo and Jacopo- situated in Florence (Figure 15), inside the basilica Santa Maria
Novella (Redeemer and Saints, 1357), in the clothing of Saint Catherine of Alexandria and Saint Lorenzo.

281



IDA: International Design and Art Journal I)‘
Volume: 4, Issue: 2 / 2022

e

Figure 15. Andrea Orcagna, The Strozzi Altarpiece (det.), 1354-1357, oil on wood, Florence, Basilica Santa Maria
Novella

In a general sense, it can be said that using oriental iconography turned into a common visual culture among
Tuscan painters of the 14th century. But their approach toward this topic divides them into two groups: The
artists of the first half of the 14™ century were quite faithful to Simone’s style both in color and technic, and
the artists in the second half of the same century used more diverse colors and technics, which were probably
originated from Spinello’s style. In fact, this type of fabric displaying style converted to a unified form that
artists with various colors -which can be originated from color symbolism in religious topics- displayed it.

Motifs and identical compositions in Italy, Iran, and China were used with various colors and, in some cases,
slight changes in details. In this era, facing birds was a common language among Chinese, Iranian, and Italian
weavers, and due to its presence in Italian paintings, it became a common point between painting and fabric
weaving. The significant point in this research is meeting the universal vision and transcultural view of Italian
painters in this period. Their most important works, which included religious concepts, used fabrics with
Oriental iconography.

CONCLUSION

One of the most important types of Oriental art of which the signs can be traced in other places in the world is
fabric weaving which contains various iconography from different eras. In the 14th century, Mongol
governments with Chinese roots ruled Iran, and their style of fabric weaving, including their special
iconography, influenced this industry in Iran. On the other hand, due to the presence of Italian merchants in
Iran and the fame of the Raw silk produced in the East, a big part of this valuable material was transferred to
Italy during this period. So, the marks of Iranian iconography are observable in Italian fabrics of that time. By
the comparative study of this Italian art in the 14th century, it can be seen that the iconography of Italian fabrics
combines Chinese signs and Iranian composition under the influence of Italian art. Free strap composition,
using mythical birds and geometric motifs with ancient origin from the Sasanian period, and using
contradictory colors, are among them. So, this means the evolved and changed forms of Chinese textiles in
Italy have traces of Iranian art and fabrics.

Due to the fact that textile was considered a valuable commodity in Italy, they attracted the attention of many
painters of the Tuscany province - who were at the peak of their development at that time - and the display of
fabric in painting became a kind of common tradition. So, studying iconography in Italian fabrics in the 14th
century, aside from the samples left in museums, is also possible by studying the painting illustrating these
fabrics. Based on the surveys, it can be concluded that fabric was a phenomenon rather than a commercial item
in that century and created a kind of cosmopolitanism. This means an Italian artist in a work on the topic of
Christian religion used a fabric with Oriental iconography. Generally, the artists active in this field are divided
into three groups: First, artists such as Simone Martini, who probably have encountered brocades produced in
Central Asia. Second, artists like Agnolo Gaddi used fabrics with green and blue backgrounds. Probably, they
had seen fabrics produced during the Illkanid in Iran and used them as their source of inspiration. Moreover
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third, artists used fabrics with a red and orange background, following Spinello Arentino’s style. Probably the
third group did not deal with any fabric, and their source of inspiration was other artists’ paintings.
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