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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publication in the IDA: International Design and Art Journal should not be published elsewhere or waiting in line for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
calismalarin bilimsel etik kurallara uygun bir bi¢imde degerlendirilmesini ve nitelikli bir ortamda okuyucuya iletilmesini
saglamaktir. Dergi kapsaminda, tasarim ve sanat konulariyla ve bu konular baglaminda yapilmis olan disiplinlerarasi tim
makaleler degerlendirilmek {izere gonderilebilmektedir. IDA: International Design and Art Journal uluslararasi
hakemli bir dergidir.

Dergimiz yilda 2 say1 yaymnlamaktadir ve derginin dili ingilizce ve Tiirkge’dir. Dergimizde kor hakemlik sistemi
uygulanmaktadir, degerlendirme siireci ile ilgili detayli bilgiler “Degerlendirme Siireci” baghiginda bulunmaktadir. IDA:
International Design and Art Journal’a yayinlanmak tizere gonderilmis olan makalelerin bagka bir yerde yaymlanmig
ya da yaym i¢in sirada bekliyor olmamasi gerekmektedir. Yazar/yazarlar yayinlanmak iizere gonderdikleri makalelerin
yayin ve telif hakkii IDA: International Design and Art Journal’a devretmeyi ve (cret talep etmemeyi kabul eder.
Yaymlanmis tiim makaleler dergi ve yazarlara atif yapilmak suretiyle herkese agiktir.
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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 eighth issue as of June
2023.

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 eighth issue with their
work. Also, | 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 saglamay1 birincil hedef olarak belirledigimiz
dergimizin, yogun ¢alismalarimiz ve desteklerinizle ulusal ve uluslararasi iiniversite veri tabanlarinda ve 6ncii indekslerde
yer almaya devam ettigini duyurmaktan mutluluk duyariz. Gonilliiliik esasina dayali olarak kurdugumuz IDA:
International Design and Art Journal bilimsel, 6zglin, akademik c¢aligmalarin etik kurallara uygun bir bi¢imde
degerlendirilmesi ve okuyucuya iletilmesi hedeflerini bagariya ulagtirmaya devam etmekteyiz ve Haziran 2023 itibari ile
sekizinci saymmizi yayinlamig olmanin mutlulugunu yastyoruz.

Yayina hazirlik ve tiim degerlendirme siireglerinde desteklerini esirgemeyen degerli Yayin ve Danigsma Kurulumuza ve
caligmalar ile dergimiz sekizinci sayisina katki saglayan yazarlara IDA Journal ailesi olarak minnettariz. Hazirlik
asamasinda bizlere yardimci olan ve her giin artarak ¢ogalan ailemizin birer pargasi olan Alan Editérii ve Hakem
Kurulumuza, Dil Editérlerimiz, Yardimci Editorlerimiz ve Teknik Destek Ekibimize katkilarindan dolay1 tesekkiirlerimi
sunarim.

Bas Editor
Dog. Nilay OZSAVAS ULUCAY

viii
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Abstract

Animation development has changed over time, and usage context illustrates phenomena
and concepts that are difficult to understand. Animations may not always be useful;
however, teachers who use animations need to understand their importance of them. This
paper focused on illustrating the potential applications of animations in learning and
education. Animation, a form of pictorial presentation, has become the most prominent
feature of technology-based learning environments. Educational computer animation has
become one of the most elegant tools for presenting multimedia materials for learners,
and its significance in helping to understand and remember information has greatly
increased since the advent of powerful graphics-oriented computers. This study used data
analysis processing to analyze the frequency of responses to each question from the
collected survey data. All interviews were transcribed for qualitative analysis of in-depth
interview data. This research aims to investigate whether animation aids learners’
understanding of dynamic phenomena and has come up with positive, negative, and
neutral results.

Keywords: Animation, Education, Computer graphics, Technology

Extended Abstract

Introduction: Animation contributes significantly to education and has a positive impact on the lives of students. It also
mentions how animation allows students to demonstrate and adapt their creativity relatively simply. There are multimedia
products available in various combinations of text, still images, animation, video, and sound. Few studies identify the
principles that can effectively combine these media within instructional materials to maximize their learning potential.
Students may become bored with regular lectures, but if provided with something simple and easy to understand, it will
help them remember much more. Graphically animated content has the most significant and positive impact on students’
lives because it makes concepts more understandable and memorable.

Purpose and scope: The paper discusses how animation in education improves things. The primary purpose of this study
is to explore the effectiveness of animations and graphics on student learning. This paper demonstrates the strategy of
how computer graphics animation helps in the field of education for students. This study investigated whether animation
helps learners understand dynamic phenomena and found positive, negative, and neutral results.

Method: This study designed the empirical study as a survey for statistical processing of the frequency of responses to
each question from the 35 survey data collected. All interviews were transcribed for qualitative analysis, and then the
contents of the same context, divided by topic questionnaire questions and structured interview questions, for in-depth
interview data. Data analysis processing was used to determine the frequency of responses to each question from 35
survey data collected for this study. Transcribing all interviews for qualitative analysis of in-depth interview data. On
March 17, 2022, the ethics committee granted permission to begin a research survey titled (Impact effect of using
computer graphics animation in education). The quantity of work (15/2022). The study survey was based on samples of
students who agreed to use and implement graphic elements and tools.

Findings and conclusion: According to the findings of this study, using computer graphics animation as teaching material
has several advantages. However, some restrictions may apply depending on the subject’s suitability and the student’s
background. Teachers play a critical role in determining the best and most appropriate teaching approach to use in class,
as well as effective teaching delivery that can help students improve their visualization and comprehension abilities.
Several useful discoveries have been made in the context of teaching and learning. Computer animation allows students
to visualize content or subjects that would be difficult to see in person. As a result, the teaching and learning process is
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no longer limited to a physical space where learning takes place in person and in real-time. However, it occurs in a variety
of settings, including virtual spaces. Nowadays, information and communication technologies (ICT) offer a plethora of
new communication channels, as well as simple technological tools to assist in this process. Computer animation has
proven to be an effective teaching tool in a variety of fields and stages. To assess students’ opinions, quantitative data
collection techniques, such as questionnaires, are used. It adapted educational content and evaluation strategies to
innovative teaching and learning strategies developed specifically for computer animation education. Computer graphics
and design provide opportunities for integrated learning and the development of skills for effectively transferring
knowledge and understanding across disciplines quantitative. Universities and professors must also understand how to
foster interdisciplinary learning and support students in developing their creative potential. The animation can explain
materials that are difficult to imagine. Furthermore, using computer animation in language development as an example,
many theoretical paradigms can be explained. Computer animation is an intriguing teaching and learning method.
Computer animation, as opposed to traditional static pictures and images, is useful in explaining verbs such as reading,
writing, and listening. Using computer animation in education has expanded and continues to expand. Technology
changes the animation itself, such as from 2D to 3D and low-resolution images to high-resolution images, based on the
importance of computer animation. The evolution of animation is being aided by the advancement of software and
applications for digital images. The primary purpose of education is to help students face the challenges of life, link
science to students’ lives, and work to create a scientifically and technically sound environment and a society capable of
continuity and survival, by providing students with many opportunities to discover, understand, analyze and evaluate the
surrounding problems. It is a prominent educational means characterized by its ability to attract attention and influence
behavior and trends.

Keywords: Animation, Education, Computer Graphics, Technology

INTRODUCTION

Animation has been the most visible feature of the technology-based learning environment. According to
(Mayer et al., 2002: 7), the animation is a pictorial presentation of motion pictures that shows associations
between drawn figures. Things that correspond to this idea are motion, picture, and simulation. As far as videos
and illustrations are concerned, these are motion pictures depicting the movement of real objects. Pictorial
forms of teaching have been observed to emerge as a counterpart to verbal forms of teaching. Although verbal
ways of presentation have long dominated education, the addition of visual forms of presentation has enhanced
students’ understanding (Mayer et al., 2008: 5). In fact, disciplines are taught in universities that deal with
dynamic subjects, and animation or graphic illustration is more favored as a way of addressing the difficulties
which arise when presenting such matters verbally or numerically (Lowe, 2004: 11). Even though such
multimedia instructional environments hold potential for enhancing people’s way of learning (Ainsworth,
2008a: 37), there is still much debate surrounding this area; indeed, animation presentations are less useful for
education and training than was expected. Moreover, little is known about the way animation needs to be
designed to aid learning (Hasler et al., 2007: 13) and not to act solely as a way to gain aesthetic attraction. For
instance, some animators who work in the entertainment industry create animations for the sake of
entertainment and they are therefore unlikely to be interested in helping to build a coherent understanding
using their work (Barut Tugtekin et al., 2021: 10). In some cases, animation can hold back rather than improve
learning and may not promote learning, depending on how they are used (Mayer et al., 2005: 6). Animation
may require greater cognitive processing demands than static visuals as the information changes much,
especially critical objects, and thus cognitive connections can be lost during the animation. The developers of
multimedia learning materials face a lack of principled guidance on how some elements of such materials
should be designed to enable comprehension.

They developed seven guidelines for using animation in multimedia instruction. Some of these principles are
multimedia principles; students learn more deeply when narration and animation come together than narration
or animation alone (Parnis et al., 2020: 24). Learners can easily create mental connections between
corresponding words and pictures when both animation and narration are presented. The other principle was
coherence; students learn more deeply from animation and narration when irrelevant words, sounds (even
music), and clips are absent. This is due to the possibility of the learner having difficulty making mental
connections due to a lack of cognitive resources between relevant parts of the narration and animations. (Ayres
& Paas, 2007: 5).
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Fundamental Principles of Computer Graphics Animation

First traditional animation, basically, this is 2D animation techniques such as in between (Musa et al., 2013:
10-15), keyframe animation (Terra et al., 2004: 7), multiplane background, scan/paint, and storyboarding
(Kevay, 1977: 18). 3D computer animation uses 3D models instead of 2D drawings (Takayama et al., 2011:
6). In addition to that, 3D animations were script-based, with a few spline-interpolated key frame systems.
Some large companies such as Abel Image Research, Alias Research Inc., and Wavefront Technologies Inc.,
arrived at these reliable use possible (Wojtan et al., 2006: 4).

In the late 1920s and 1930s, animation was developed from an innovation to a fine art form by the Walt Disney
Studios. They set up drawing classes at the Chouinard art institute in Los Angeles, spearheaded by Don
Graham. Here the students/animators learned the standardized formula of old cartoons, which led to the
discovery of ways of drawing moving figures and humans (Sultana et al., 2013: 3). With this came a keen
investigation of action made through the advancement of animation and its principles (Harrison et al., 2010:
6). Traditional animation is based on 11 fundamental principles, which are as follows: Timing, anticipation,
staging, follow through and, overlapping action, straight-ahead action, and pose-to-pose action, show in and
out, arcs, exaggeration, secondary action, and appeal are all important.

Using computer graphics animation in education

Nowadays, life in a digital era is inescapable. The advancement of technology and the drastic changes in the
surroundings affect our needs and desires, be they psychologically, socially, or emotionally. Similarly, the
need for change in education has enormously accelerated as time passes. Students tire of the teacher-centered
model and complain that the class is very boring and monotonous, and they want something new and different.
Though traditional methods are still used, there is a growing demand for a more competitive tool that will meet
the needs of students more effectively. This entails “modifications to both the instructional strategy and the
teaching and learning environment” (Vonganusith & Pagram, 2008: 543). Computer animation, specifically
educational computer animation, is one of the most important tools available to teachers today for promoting
effective learning by assisting students in visualizing something that is difficult to see in the real world
(Ainsworth, 2008b: 34). Special effects for transitions between instructional frames, moving symbols or
characters, and animated prompts help to clarify relationships through visual means to illustrate events that are
not inherently interesting. Animation may be especially useful in supporting students in comprehending the
flow of blood through the body (Weiss et al., 2002: 4). And the inner life of the cell. To assist the users with
animated agents (Johnson et al., 2000: 17), where lifelike characters are animated to include gesture and
movement. The use of computer animation in education has broadened and continues to grow rapidly. Because
of the speed of change, teachers need to learn how to adopt new roles, such as facilitator and guide, integrator,
researcher, designer, and collaborator need to train teachers capable of dealing with technology. Also, since
the new pedagogical paradigms involve more than the mere transmission of knowledge, which was once
considered the norm, teachers may need the training to develop the professional expertise that computer
animation in education requires. The success of computer-assisted instruction (CAI) has been the subject of
continuing examination for over a decade (Vernadakis et al., 2005: 4). The use of CAl as delivery media is
expanding, and an understanding of how students learn and benefit from such computer-based instruction is
disputable. Appropriate graphics with text has been demonstrated to be effective in learning. However,
computers can make static graphics into dynamic animations. This study explores the potential of combining
animations with text in a computer-assisted instructional environment. Animation is the computerized
simulation of processes using images to form a synthetic motion picture. It is a process of putting still images
together in sequences or manner, so they appear one after the other creating the illusion of movement. One can
feel or see that the images are moving in the context of learning. Animation assists learners in visualizing a
dynamic process, which, otherwise, may be difficult to visualize. The animation might thereby reduce the
cognitive load (Wouters et al., 2008: 21). In Kehoe’s (1996) review of studies on animation in education, visual
aids are found to have a positive effect on learning if certain conditions (Hanif, 2020: 15). Several positive
effects have been widely discussed in the context of teaching and learning based on previous research.
Computer animation-based teaching and learning in schools has the potential to transform existing methods
such as verbal and traditional instruction. By other means, interactive learning can respond positively to
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computer-aided blending techniques (Islam et al., 2014: 5). Today, interactive animations are an excellent
learning medium for students.

This is due to the fact that learning how to use animations is not as time-consuming as studying in a classroom,
and it can be accomplished simply by paying attention to the teachers who make it clear in the classroom
(Utomo et al., 2015: 8). In creative teaching with an interactive learning system, both lecturers and students
used interactive learning animation. Multimedia technology can be used to create a teaching tool that
incorporates various learning media in various ways, such as text, graphics, animation, audio, and video
(Ariyati & Misriati, 2016: 3-4). Animation, which is essentially a visual presentation, is the most visible feature
of the technology-based learning environment. It is a computer-generated animation that depicts the movement
of a drawn object. In education, computer animation has evolved into one of the most effective tools for
presenting multimedia materials to students. Furthermore, animation serves as an engaging learning medium.
Learning outcomes differ from oral learning styles, particularly regarding applying Java programming
concepts, procedures, and principles (Negara, 2017: 3). Animation is one of the multimedia elements that is
used in the teaching and learning process because it can bring a human fantasy to life. Text, graphics,
animation, and audio are used in computer graphics animation software to make teaching and learning more
interesting, active, and enjoyable (Tsukazaki et al., 2019: 4). People are uninterested in or understand the value
of using media in education, particularly computer-based animation applications (Ruiz et al., 2009: 8). When
choosing a model, it is critical to use specific learning media. Computer animation is one type of media that
can be used. For example, computer animation presents many challenges and constraints during the teaching
and learning process (Wang, 2017: 3). To get started, the person should be familiar with animation software
such as Adobe After Effects and Adobe Animate.

The visual effects of computer graphics animation on education

The visual outcomes, or student art exhibits, demonstrate concepts related to computer art graphics creation
and computer graphics integration with science teaching. Demonstrate some examples of student artwork
produced as a result of completing science-related assignments creating computer working habits in students
the stimulation of their artistic growth and production is an important goal in computer art graphics instruction.
The aesthetics of student computer graphics should probably come first (Kainz et al., 2013: 11). To assist
people in developing strong visual and aesthetic values as well as technical and programming skills, as well as
to train them to create visually stunning products (Matsuda & Shindo, 2001: 7). A broad understanding and
skill set in computer science are required. As a result, students combine technical development with their visual
response to create high-quality artwork. With computer art graphics assignments, developed new forms in this
visual language. Students should be able to overcome their fear of creating art (Baglama et al., 2018: 5).
Educators understand that computer graphics applications use symbols. Using computer graphics in scientific
visualization makes it easier to integrate verbal and graphic information (Barron et al., 2002; 38). Visual
thinking aids in recognition of mathematical relationships as well as physical interpretations of formulas and
graphs. Research advances on mental images in human cognition confirm the importance of mental imagery
as a form of nonverbal processing. Cross-disciplinary development programs allow student response to
computer-generated feedback and develop new curricula of computer graphics (Kahraman, 2015: 7). Using
technology in education has improved image reception, as shown by student achievement because of computer
graphics instruction. Building computer art graphics representations of scientific concepts improves student
achievement and artistic production (Usui et al., 2017: 6). Following the research line related to computer
graphics instruction, one may often notice a teacher’s approach focusing on visualizing ideas in graphical form.
The ideas for an integrative approach are presented in the form of a cognitive map, as shown in Figure 1.

Many computer graphics classes base their instructional approach on a structured and skills-oriented method
of tracking students' work and assigning tasks. Instruction in computer graphics animation assists students in
interpreting and manipulating scientific concepts to represent them by their education -this method of applying
newly acquired knowledge about a new educational method. However, students may find it easier to continue
creating graphics rather than starting from scratch. The integrative approach to computer graphics should cause
significant departures from current practice in computer graphics instruction.
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Figure 1. Integrative approach ideas cognitive map
Computer graphics animation’s future

Understanding how people learn from pictorial and verbal media to use animation effectively is useful.
Multimedia presentations should be designed to promote the cognitive processes required for meaningful
learning, such as selecting, organizing, and integrating. In the next millennium, pictorial forms of teaching are
likely to expand as a complement to verbal forms of teaching (Cadiero, 2006: 13). Predicting the future is a
dangerous business, particularly in high technology, where seers tend to be overly optimistic in the short run
(3-5 years) and overly cautious in the long run (10-20 years). Forecasts in computer graphics began about ten
years ago, and almost all appear to have been overly optimistic. However, the pace is now quickening, and the
next ten years’ developments may finally outstrip the visions of ten years ago. At least, that is how it seems to
us right now, and so join the optimists, even though they have all been wrong so far. Computer graphics are
entering a new era characterized by rapid growth. While using computer graphics in traditional applications
will continue to grow, a fundamental structural change occurring in graphics use. This change will make
graphics more prevalent in our workplace (Miyai & Yamaguchi, 2015: 6). Computer graphics tools and
techniques help to improve computer productivity and human factors: computer users no longer have to rely
solely on verbal/linguistic skills, but can combine these with spatial/graphic skills (Takacs, 2005: 44).

In a future marked by rapid and continuing advances in digital technologies, where visual solutions are central
to how people use, share, develop, and process information, learners must learn how to use such technologies
to solve problems and visually communicate knowledge and ideas (Parent, 2000: 4). Learners will apply their
understanding of form and function to develop design solutions within the context of computer graphics.
Through developing design thinking and problem-solving skills, computer graphics animation design prepares
students for work in the digital age (Leslie & McKim, 2017: 9). While associated with the design and
technology strand of learning, computer graphics and design also incorporate and provide rich learning
opportunities to embed skills and knowledge from the arts, math, and sciences. As a result, computer graphics
and design offer the opportunity to engage in integrated learning opportunities and develop skills to effectively
transfer knowledge and understanding across disciplines. Universities and professors must also understand
how to foster interdisciplinary learning and support students in developing their creative potential. Computer
graphics animation can enable the integration of active pedagogies that foster deep and long-term knowledge.
It has the potential to become a democratic factor in education, allowing for global participation on an equal
footing that is not limited by geographical boundaries.
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METHOD

This study designed the empirical study as a survey for statistical processing of the frequency of responses to
each question from the 35 survey data collected. All interviews were transcribed for qualitative analysis, and
then the contents of the same context, divided by topic questionnaire questions and structured interview
questions, for in-depth interview data. Used data analysis processing to determine the frequency of responses
to each question from 35 survey data collected for this study. All interviews were transcribed for qualitative
analysis of in-depth interview data. On 17 March 2022, the ethics committee of the Arab Open University
permitted to start a research survey titled “Impact effect of using computer graphics animation in education”.
The quantity of work (15/2022). The study survey depended on samples of students consenting to using and
implementing graphic elements and tools.

FINDINGS

Thirty-five questionnaires were used for this study’s data analysis, and all questions were faithfully answered.
Figure 2 depicts the survey respondents’ demographics. The demographics of the faculty members who
responded to this survey were as follows: assistant professors had the highest (25%), while research professors
had the lowest (6%). Students (27%), in terms of educational experience. Professors from associations (25%)
and universities (9%) (Figure 2).

27%

m Strongly disagree  m Disagree Meutral Agree @ Strongly agree

Figure 2. Demographic information about participants

Figure 3 shows that the study participants were aware of the possibility of using computer graphics animation
in the educational field and classroom (over 35 people, 77.00%). Participants in the study taught actual classes
using computer graphics animation, allowing freedom of movement in the educational field. This is evident in
the animation graphics with which students interact, which aids in memorizing and consolidating information
in their minds.

2%

16%

®m students university m Research Professor Assistant Professor m Associate Professor  m Professor

Figure 3. Recognition of computer graphic animation in education



IDA: International Design and Art Journal I)\
Volume: 5, Issue: 1 /2023

As shown in Figure 4, they expected computer graphics classes to improve study participants’ communication
ability (27%) and creativity (35%). Participants in the study perceived computer graphics as a space where
students can actively communicate with fellow and lecturers expect such communication to improve problem-
solving abilities and broaden their perspectives rather than offline teaching and learning sites.

Participants in the interviews predicted that computer graphics, as an educational medium, could relieve the
constraints of classes, a universal teaching and learning form in education. They recognized that by allowing
learners to interact with other learners and instructors, computer graphics as an educational medium could
increase cognitive flexibility related to creativity; it increases the opportunity to express one’s thoughts rather
than stereotypes. The study hopes to improve learners’ creativity by using computer graphics as an educational
medium.

35%

® Creativity — m Communication skills Thinking ability

Figure 4. Expectations of improved education abilities by the use of computer graphics

As shown in Figure 5, they did not recognize the difficulties in implementing computer graphics animation in
the absence of computer graphics animation experts, and the level of knowledge about computer graphics
animation remains at the beginner level. Moreover, the teaching method and instructional design using
computer graphics animation continue to apply. It demonstrates the importance of improving teaching
competency and computer graphics animation-based teaching/learning methods that can be used in education.

It is difficult for instructors to build the infrastructure and technological environment, and instructors and
schools must show active interest and willingness. Computer graphics animation in education will naturally
boost creativity, problem-solving skills, and collaboration. To operate the computer graphics animation class,
interview participants require assistance from the class operator and the educational environment, which
includes providing guidelines for computer graphics animation class design and operation.

12%

23%

m The student's lack of enthusiasm
m Inadequate knowledge of computer graphics animation education

The time-consuming class preparation process

Figure 5. Difficulties to be expected in implementing computer graphics animation in education

As shown in Figure 6, because computer graphics animation is used in classes, active environmental support
and incentives within the school and platform education are required. And system support for classes that use
computer graphics animation results from investigating the elements and conditions for computer graphics
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animation classes that university teachers can support and the Teaching Learning Development Center, as well
as the direction of the workshop for computer graphics animation classes.

26%

= Class methods that allow students to participate rather than one-way lectures
= Various computer graphics animation lectures that can improve education

Computer graphics animation is used to reinforce leamers' future competencies.

Figure 6. Educational advantages that students can expect when computer graphics animation is used in education

According to Figure 7, study participants identified classroom setting (17%) and class design support (12%)
as elements and conditions required for computer animation-based classes. In the order community of teaching
(34%), it can be stated that the research participants had higher demands for expert support such as class
consulting and the establishment of a class environment such as a platform for classes using computer graphics
animation. Interviewees will learn about the appropriate computer graphics animation platform for their
classroom environment to use computer graphics animation as a teaching/learning medium. When the
questionnaire and interview contents are combined, it is clear that most recognize the need for a customized
platform that can reflect the subjects and learned characteristics. This type of education is limited in its ability
to provide learners with an experience comparable to the existing classroom teaching/learning environment.
However, the class instructor must investigate and conclude the formula to implement and establish computer
graphics animation in the classroom. As a result, this study was conducted to ascertain the general perception
of computer graphics animation-based education.

34%

u The dassroom setting B Class design support Community of teachers

Figure 7. Elements required for applying computer graphics animation to the educational field

CONCLUSION

Based on the above review, this study can conclude that using computer graphics animation as teaching
material has several advantages. However, some restrictions may apply depending on the subject’s suitability
and the student’s background. Teachers play an important role in determining the best and most appropriate
teaching approach to use in class and effective teaching delivery that can help students improve their
visualization skills and understanding. Several useful discoveries in the context of teaching and learning have
been made. Computer animation allows students to visualize content or subjects difficult to see in person.
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Furthermore, the animation can be explained as difficult-to-imagine materials. Furthermore, many theoretical
paradigms can explain using computer animation in language development as an example. Computer
animation is an interesting method of teaching and learning. In comparison to traditional static pictures and
images, computer animation is useful in explaining verbs, such as reading, writing, and listening. Using
computer animation in education has grown and continues to grow. Based on the importance of computer
animation, technology changes the animation itself, such as from 2D to 3D and from low-resolution images to
high-resolution images. The advancement of software and applications for digital images contributes to the
evolution of animation.

Education extends far beyond the infrastructure that defines academic spaces; thus, educational goals must
include learning to know, learning to do, learning to live together, and learning to be, as defined by UNESCO.
In recent years, the educational system has begun to use innovative learning tools, which has resulted in a shift
away from traditional education strategies. And concentrate on new educational technologies for the twenty-
first century. Furthermore, the COVID-19 pandemic has heightened the importance of changing educational
practices.

As a result, the teaching and learning process is no longer limited to a physical space where learning occurs in
person and synchronously but in various settings, including virtual spaces. Nowadays, Information and
Communication Technologies provide a plethora of new communication channels as well as simple
technological tools to aid in this process. Over the years, computer animation has proven to be a useful teaching
tool in various fields and stages. Assessing students’ opinions through using quantitative data collection
techniques, such as questionnaires. It adapted the content of education and evaluation strategies to innovative
teaching and learning strategies designed to apply computer animation education. In that way, universities and
students would find broader possibilities to adapt to a constantly changing world.

DISCUSSION

Finally, students discussed better the benefits and challenges of deploying computer education and project-
learning strategies online. Before 2015, there was some reluctance on the part of the students to carry out their
activities using computer animation. However, after implementing this educational framework in 2020 and
2021, it was discovered that students are much more open and motivated to use computer animation. They
have also been engaged and motivated to create their computer animations. Because of recent technological
advances in new animation software, these results appear to be promising. This could make incorporating
computer animation strategies into online education more natural and easier. Educational animation is one of
the most elegant tools for presenting materials to students. Its importance in supporting learners to understand
and remember information has grown significantly since the introduction of powerful graphics-oriented
computers. It may be very useful for learning about some topics in the natural sciences, where educational
modelling and the preparation of learning materials can reduce the amount of time spent in class and increase
the efficiency of the educational process. The ability to create animated multimedia books, on the other hand,
can benefit the English language and literature. Students develop skills in visual communication, storytelling,
observation, and sensory aspects; problem-solving, and innovative aspects, such as concentration, and other
cognition, ethics, and aesthetics, using animation.

This work seeks to establish an interdisciplinary field of study focused on increased educational effectiveness.
Traditional, with today’s high educational demands. Educational methods have fallen short of keeping up with
the rapid changes brought about by the digital era. Educational animation materials may be insufficient for
learners or fail to meet their needs if many important factors are not considered. This study is likely to have
wide benefits in the field of education. Designing educational materials with the aid of computer animation
software while considering students’ temperament types is a promising avenue to improve the learning process.
Teachers will be able to feel more confident in the presentation of their lessons. Additionally, they will become
more competitive and professional.
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Extended Abstract

Introduction: When trying to understand how spatial layout of a room is perceived, interior designers and educators
primarily address issues of surface treatment, scale, and proportion. There is a wide consensus that by introducing certain
colors or geometrical patterns, physical spatial properties can be visually altered (Stamps, 2005: 736). In specific, color
and its influence on space perception and emotions has been identified as a major characteristic, a strong design tool that
can add perceived weight to surfaces, alter the basic proportions of a room, and distinctly be a calming or exciting factor.
Similarly, pattern as one of the primary characteristics of surfaces, has been greatly studied because it can influence the
perception through altered proportional readings of a space (Meyer, 1957: 7-20). Large-scale repeats with complex
patterns and contrasting colors may be appealing in a large room but can also create overwhelming emotions in a small
one. Patterns with vertical lines may add visual height to a room with low ceilings. Conversely, patterns with horizontal
lines can make a room or a piece of furniture look wider (Kilmer & Kilmer, 2014: 128). Castell et al. (2019: 29) on the
other hand argue that object-based texture effects cannot be generalized to interior space perception, stating that pattern
density impacts visual perception more than pattern orientation. However, there is a limited number of empirical studies
that examined the specific ways in which the interior environments are perceived and evaluated.

Purpose and scope: In addition to limited empirical research, it is also difficult to record how interior features of a space
impact the perception of users in a systematic way. Therefore, attempting to understand the interaction of color, patterns,
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and surface qualities with space, the study presents an experiment conducted by using a 3D modelled virtual room. Spatial
models presented to the respondents are all dimensionally equal, with the same position of opening, with dimensions of
the room being 4.3m x 5m and height of 2.8m. The opening is 1.5m x 2.2m and the height is positioned at the center of
the adjacent wall. In all scenes, the surface of the floor is covered with light wood parquet. The position of the camera is
fixed and equal for all scenes and its height was set at the eyelevel, or to 1.6m, which is accepted as the average height.
By treating the vertical and horizontal surface of the ceiling with color and/or pattern, a total of 27 scene variations are
obtained. 93 respondents were asked to evaluate their perception on the space in four dimensions: valence, excitement,
dominance, and spatiality, and eight categories: pleasantness, harmony, excitement, interestingness, obtrusiveness,
gravity, spaciousness, and enclosure.

Method: Evaluation of spatial perception is performed by analyzing the effects of advancing and receding colors, large-
and small-scale patterns, reflectiveness and refractiveness of surfaces. For the exploratory purposes of this study, the
semantic differential as a simple and widely used method for the approximative quantification of emotional responses is
chosen (Franz, 2006: 4) conducted with the involvement of 93 participants who rated 27 spaces/rooms in eight experiential
categories. The combination of pairs of oppositional adjectives with a Likert scale are used for the three primary
dimensions (pleasure, arousal, and dominance) of emotion that occur in affective appraisals (Mehrabian & Russell, 1974:
18) are presented in Figure 1 and Table 1 respectively. It has been argued that such a framework allows effective
quantification of affective responses using introspective verbal scale setting. In addition, ratings of dominance and
spatiality or openness were collected to detect possible interactions between room color and experienced room
dimensions.

Findings and conclusion: The findings confirm that it is challenging to analyze how interior space is perceived from an
architectural perspective. An additional challenge is how to record the impact of selected spatial features on the users in
a systematical way. The results of the study confirm that color selection is the primary factor impacting perception,
particularly valence and spatiality, while the size of pattern was related mostly with spatial proportions and affected
perception of dominance and spatiality. Additionally, patterns with strong color contrasts and angular geometry are
perceived more as unpleasant and obtrusive, in comparison to small scale patterns, as well as patterns with lower color
contrast. Interestingly, there were no significant differences in perception, related to selective coloring of space surfaces
in all categories evaluated. Additionally, the study confirms that virtual reality simulations are an extremely useful and
effective tool for basic architectural research that enables novel empirical methods to be used in research and results in
faster acquisition of findings. In a broader sense, the results of the study also confirm that aspects of perception and
spatial experience are analytically investigable and have detectable correspondents in the physical environment and that
selected spatial properties greatly influence spatial perception as well.

Keywords: Color, Pattern, Order, Perception, Interior Design

INTRODUCTION

Investigation into how to experience space and evaluate its visual and aesthetic quality in architecture, a
rational, technical, and engineering function serving artistic science, has never been a straightforward topic.
Throughout history, spatial quality has been associated with universal values of truth, love, and reason, been
explained in scientific punctuality of proportion, rationalized through concept of order, and equalized with
mathematical lawfulness but it has never been quite fully explained. Contemporary researches have shifted the
scholarly focus from scientific rationalization trials to an argument which claims that spatial cognition is not
universal, it is rather influenced by multiple social factors such as culture, customs, gender, age, or even
professional expertise (Levinson, 2003: 62; Levinson & Wilkins, 2006: 26).

Therefore, understanding the multilayered nature of the subject this study argues that the users respond to
physical properties of space with a particular visual and emotional reaction to the environment. Through recent
investigations made in virtual environments, researches on the correlation between a physical structure and
perception or emotional experience have gained momentum. This virtual experience allows easy simulation
and facilitates effortlessly controllable, fast variations of spatial properties, allowing quick evaluations of
spatial qualities through individual experiences. Attempting to make reliable predictions on how visual
perception can change the understanding and interpretation of an ambiance and space, several factors involved
in establishing the composition, which leads to a distinct experience, are parallel presented.

This is done by using both individual and interactive effects of surface characteristics, color, pattern, and
finishing properties (reflection and refraction), aiming to assess the experience of interior architectural space
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and its visual weight. Selected criteria have been designated because they are the fundamental qualities of our
visual perception, which has a straightforward impact on the viewer, spatial quality, and human consciousness,
in general. The primary goal is to test the association of spatial properties with visual perception and analyze
if and in what way the visual quality of interior space can be improved through the appropriate use of design
tools and elements. To achieve that, the study experiments with establishing interrelations between parameters
from the simplified component-based spatial model and attributed experiential qualities of interior spaces. In
specific, the explorative questions aim to examine the influence of applications of different color categories,
pattern and surface finishes on the visual experience, and to understand how design parameters could be
considered when attempting to correct the proportions of interior spaces.

Perception and Interpretation in Architecture

““... one was to experiment in the here and now: thus, life was a perceptual experience.”

Dan Graham, 1999

In architecture, three-dimensional space is the primary medium, and creation of spatial compositions is the

fundamental task. However, its definition as well as the way it is perceived is extremely diverse. The lack of

learned or scholarly defined appraisal parameters, units of values, or simply insufficient information and

knowledge on the subject of spatial relationships, may restrict the ability to certainly predict the users’ respond
to a particular space.

Perception is a remarkably personalized and individual experience that is both instinctive and intellectual in
character and is tackled from various perspectives, and by numerous professionals. In common terminology,
perception is defined as the way one thinks about something and the idea of what it is like the way one notices
things as sensory information, or the natural ability to understand or notice things quickly. However, in
philosophy, psychology, and cognitive science, perception is viewed as a process that -aside from gaining
sensory information- encompasses its interpretation, and how it is evaluated or subjected to a form of judgment
(Qiong, 2017: 18). When associating perception with a place, two concepts are identified: emotional perception
which involves recording of data and actions that have been attained through senses; and cognitive perception
which in addition to sensory stimuli is concerned with the process, the factors that influence how the
information is organized and the judgment is formed as an interpretation of the stimuli (Downs & Stea, 1973:
10). Some theories argue that perceptual experiences happen long before “the soul takes notice.” (D’ Annunzio,
1912: 119). However, the nature of perceptive experience in architecture is immediate, emotive, and even
subconscious (Dewey, 1934: 29). The significance of emotional character of space perception is claimed to be
biologically derived and largely unconsciously and instinctively determined through evolutionary
programming (Pallasmaa, 2014: 233). Emotional sensibility is additionally associated with the concept of
“atmosphere” as a form of perception that happens very fast (Zumthor, 2006: 6) and cannot be invalidated as
it is a spontaneous reaction of everyone. It is also seen as an immediate and synthetically grasped response to
complex multi-sensory stimuli of numerous factors, and interpreted as an overall atmosphere, ambience,
feeling or mood (Pallasmaa, 2014: 230).

Contemporary research is focused on the interactions of spatial factors on perception from numerous aspects.
Architectural forms and elements have been identified as one of the primary factors impacting perceptive
experience, studied through an academic field of environmental or architectural psychology (Hall, 1969;
Gifford 2002). Findings of the detailed study on emotional reactions to architectural space geometry suggest
that even criteria such as protrusion, curvature, scale and proportion of space influence the use’s emotional
state and perceptive experience (Shemesh et. al., 2022: 1). Furthermore, planning for senses and experience,
has come forward as one of the key considerations to be made by architects in the designing process (Li, 2019:
195). The focus has also been put on the essential role that sensory stimulus in an architectural space has,
raising awareness of this complex and somewhat neglected design aspect. A study on participants’ visual,
auditory, olfactory, and tactile and kinesthesia perceptions in terms of preference and emotion, shows
significant differences among participants’ levels of sensitivity to different sensory domains, identifying color
as the highest of all stimuli (Chen et. al., 2022: 14). In particular, it has been argued that as a single changing
sensory stimulus, a dynamically colored light can lead to significant mood fluctuations and changes in the
preference level. Interestingly, yellow color has been identified as the favorite color of light (Chen et. al., 2022:
14).
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However, perception in architecture is not viewed as a single moment but rather as a process that interprets the
logic behind the systems formed in architectural compositions. It deals with how and to what level the viewer
is able to organize selected visual information, elements of architecture, into meaningful patterns, which would
correlate with the level of achieved visual order, and thus the level of visual quality. “Order” on the other hand
is too abstract and a broad term to be successfully defined with a single statement. It is defined as the degree
and kind of lawfulness governing the relations among the parts of an entity (Lorand, 2000: 9). The level of
order will depend on the degree of conformity and on the level of unity reached in the organization of a variety
of architectural elements. The greater the order, the more comprehensive the perception and judgment is. It is
claimed that order is achieved when our vision can perceive similarities and differences within a design
composition (Bohm & Peat, 1987: 111). Interestingly, Aristotle made a similar claim regarding the definition
of beauty, “beauty lies in the recognition of similars within dissimilars” (Smith, 2003: 24). Contemporary
research on cognitive perception is more concerned with factors that shape judgment. Culture has been
identified as the primary factor influencing sensory information interpretation. Cultural factors provide some
of the meaning involved in perception. They are, therefore, intimately implicated with that process (Samovar
etal., 1981: 11). In fact, contemporary research puts culture into the center stage as an important parameter in
evaluating perception in the architectural arena and achieving long-lasting and socially responsible
architectural design. Associating culture with how to perceive and evaluate space seems like a logical
connection since perception, as an experience, is never isolated from positive or negative understandings,
familiarities, ideas, beliefs, views, and opinions. Such “valued” perception does not deny the role of senses in
forming a judgment on the visual quality but attempts to understand how much of it has to do with what people
have learned through situations that societies or individuals have been and are exposed to.

The difficulty in defining how space is perceived and reacted to, or if it is an innate of attained skill, has always
been a universal debate, addressed by numerous theoreticians, philosophers, anthropologists, visual artists,
linguistics and even theologists. Though modern researchers have proclaimed that a single model of positive
experience in architecture is a utopian concept, this idea has taken a turn from defining a universal “beautiful
form” or positive perceptual response into discovering universal socio-cultural values, leading researchers to
the path of comparative cultural analysis (Gonzales, 2003; Gonzales, 2001; Berleant, 2004). In “The
Anthropology of Art” Morphy and Perkins (2009: 333) describe a person’s perceptive reaction to an object as
being comprised of two parts: the fairly objective perception of the physical characteristics of an object,
defining it as noticeable but meaningless; and the relation of those characteristics to a subjective set of cultural
connotations; claiming that only upon being processed through their incorporated systems of value and
meaning, physical properties of an object take upon aesthetic properties.

Perception of Color and Pattern

Spatial properties undeniably have great emotional potential, particularly those associated with space
dimension and size as well as enclosure (Stamps, 2005: 735). In general, rooms that create a sense of
spaciousness but still offer sufficient enclosure for protection (Newman, 1996: 18) and privacy purpose, as
well as those that provide pleasant vistas, are preferred by the users. But, out of all spatial elements, color and
its influence on space perception and emotions has been studied the most. It is a strong design tool, as color
can add perceived weight to surfaces, alter the basic proportions of a room, and diversely be a calming or
exciting factor. Interestingly, color is defined as a nonphysical property of things but is, in fact, a specific
spectrum of light that bounces off or through an object (Gordon, 2003: 56). Color has several properties, such
as saturation, hue, and value that have numerous variations of a single color through tints, tones, and shades.
Studies on color and its properties are mainly concerned with how it influences affective space dimensions,
excitement, and dominance (Riley, 1996: 321; Yildirim et al., 2011: 509-524; Curcic et al. 2019: 866-877).
The theory defines light, warm, and saturated colors as more arousing; they increase the apparent size of space
or object, while deep, cool, dull, or muted colors have the opposite effect and appear to contract the space.
Opposingly, light values, cool hues, and grayed colors are used to enhance the spaciousness of a room and
increase its apparent width, length, or ceiling height. Dark values and saturated colors suggest nearness. These
traits can be used to diminish the scale of a space or, in an illusory way, to shorten aroom’s various dimensions.
If receding colors with low contrast are applied, it will create a feeling of spaciousness, while strong color
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contrasts and/or advancing colors will reduce it (Kilmer & Kilmer, 2014: 166-175; Dodsworth, 2009: 130;
Love & Grimley, 2007: 78).

There is a significant research body on the impact of color on space perception. Specifically, a study on the
emotional reactions to red, green, blue, and gray colors introduced in the living room states that the most
recorded emotions associated for the red room were disgust and happiness, while the least stated emotions
were sadness, fear, anger, and surprise; for the green room, neutral and happiness were the most stated
emotions, and anger, surprise, fear, and sadness were the least stated ones; for the blue room, neutral was the
most stated emotion, while the least stated emotions were anger and surprise. Neutral, disgust, and sadness
were the most stated emotions for the gray room. Gender differences were not found in human emotional
reactions to living rooms with different wall colors (Giines and Olgunturk, 2020: 139). Similarly, research on
the investigation of the effects of colors and spatial-architectural dimension in the work environment, argues
that the variations in space perception were significantly associated with the difference in color, area, and
height. In this research, it is argued that neutral colors were had the most positive response in all considered
factors of space perception (Savavibool and Moorapun, 2017: 357).

Correspondingly, pattern as one of the primary characteristics of surfaces, has been greatly studied because
they can influence the perception through altered proportional readings of a space. Large-scale repeats with
complex patterns and contrasting colors can be appealing in a large room but can create overwhelming
emotions in a small room. Patterns with vertical lines can add visual height to a room with low ceilings.
Conversely, patterns with horizontal lines can make a room or a piece of furniture look wider (Kilmer &
Kilmer, 2014: 128). Castell et al. (2020: 50) on the other hand argue that object-based texture effects cannot
be generalized to interior space perception, stating that pattern density impacts visual perception more than
pattern orientation. However, despite the large academic body, it is still difficult to form a single solid
framework that associates, quantifies, and defines the interaction between color and pattern with space
perception. Though existing theories that analyze the impact of individual factors and their interaction with
space and subsequent perceptive response are not realistic, as spatial assessment is always resulting from
multiple factors; they form a solid base for future research.

METHOD

This study aims to evaluate perception and experience of interior architectural space, spatial properties, and
visual weight, attempting to understand interaction of color, patterns, and surface qualities with space. In
particular, it evaluates the effect of advancing and receding colors, large- and small-scale patterns,
reflectiveness and refractiveness of surfaces. For the exploratory purposes of this study, the semantic
differential as simple and widely used method for the approximatively quantification of emotional responses
is chosen (Franz, 2006: 4). The combination of pairs of oppositional adjectives with a Likert scale are used for
the three primary dimensions (pleasure, arousal, and dominance) of emotion as occurring in affective
appraisals (Mehrabian & Russell, 1974 :18), and are presented in Figure 1 and Table 1 respectively. It has been
argued that such a framework allows effective quantification of affective responses using introspective verbal
scale setting. In addition, ratings of dominance and spatiality or openness were collected to detect possible
interactions between room color and experienced room dimensions.

Table 1. Semantic differential rating categories used in the experiment

Dimension Category English high extreme English low extreme
Valence Pleasantness Pleasant Unpleasant
Harmony Positive Negative
Arousal Excitement Calming Exciting
Interestingness Interesting Boring
Dominance  Obtrusiveness Inobtrusive Obtrusive
Gravity Light Oppressive
Spatiality Spaciousness Narrow Spacious
Enclosure Open Enclosed
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Figure 1a. Questionnaire used in survey
1b. Layout of room with camera and opening position
Research Model

The experiment is conducted using a 3D modelled virtual room. This study recruited 93 participants in total,
out of whom forty-two mail and fifty-one female respondents, with average age 38.6, evaluated the presented
spatial models. Presented spaces were dimensionally equal (being 4.3mx5m and height of 2.8m), with a
1.5mx2.2m opening positioned at the center of the adjacent wall. In all scenes the surface of the floor is covered
with light wood parquet. The position of the camera is fixed and equal for all scenes and its height was set at
the eyelevel, or to 1.6m, being accepted as the average height (Figure 1b). By treating the vertical and
horizontal surface of the ceiling fully and partially with advancing or receding color, floral and geometrical
pattern of larger and smaller scale a total of 27 scene variations are obtained.

93 respondents were asked to evaluate their perception on the space in four dimensions: valence, excitement,
dominance, and spatiality, and eight categories: pleasantness, harmony, excitement, interestingness,
obtrusiveness, gravity, spaciousness and enclosure. Using web-based questionnaire form, the survey was
distributed online (e-mail and social media), together with a description of the experiment and brief
instructions, by which they were introduced to the experimental activity and its general purpose. In order to
obtain the most sincere reaction, the participant were asked to respond quickly and in accordance to their first
impression. The survey conducted has been revised and approved by the Ethics Committee, document no.: 01-
400/22, date 10/11/2022.

Different variations of the scenes were made through manipulation of vertical surfaces and different color
applications. Two advancing and two receding colors were applied, on different positions. First all surfaces
were painted in one color (receding or advancing), next the whole room but the ceiling stayed white, then only
the wall with the opening was painted in given color, after that ceiling and wall with the opening were painted
and finally only two side walls were painted. After the application of color, pattern was used - two floral and
three geometrical. At the end, walls were treated with mirror and transparent material. Total of 27 different
scenes were created.

FINDINGS

The following tables present the high values of perception evaluation by participants in the indicated
dimensions and categories.
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Figure 2. Survey results of the application of colors on all walls
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Figure 4. Survey results when color is applied only on the back wall
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Figure 5. Survey results when same color is applied both on the back wall and on the ceiling
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Figure 6. Survey results when color is applied on opposing walls
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Figure 7. Survey results when pattern is used
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Figure 8. Survey results when glass and mirror are introduced to the room

A chart of complete results of each model is presented as follows:
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Figure 9. Survey results on question 1
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Figure 10. Survey results on question 2
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Figure 11. Survey results on question 3
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Figure 15. Survey results on question 7
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Figure 17. Survey results on question 9
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Figure 18. Survey results on question 10
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Figure 19. Survey results on question 11
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Figure 20. Survey results on question 12
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Figure 21. Survey results on question 13
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Figure 22. Survey results on question 14
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Figure 23. Survey results on question 15
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Figure 25. Survey results on question 17
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Figure 27. Survey results on question 19
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Figure 31. Survey results on question 23
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Figure 32. Survey results on question 24
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Figure 34. Survey results on question 26
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Figure 35. Survey results on question 27

In total 93 participants contributed to the experiment of this exploratory study, which aims to quantify the
perception and the relationship between the experience of architectural indoor space with spatial dimensions
and selected architectural elements. The experiment confirms that the application of color in interiors has a
great impact on how the observers perceive space, significantly affecting the ratings in all the 4 dimensions
evaluated.

The analysis presents that in the model where all surfaces are treated with receding colors, most of the
participants’ responses were neutral in regards to the evaluation and perception of pleasantness, dominance
and spatiality, while they perceive it as highly harmonious and unobtrusive. The model with dominant
advancing color was perceived as unpleasant with a high level of arousal, dominant and enclosed. Namely
more than 51% of respondents perceived these colors as unpleasant, 45% rated them as exciting, 48% as
obtrusive and 47% as enclosed. When colors were not applied on all the walls, most of the results were neutral
so it can be said that it had no significant impact on visual perception. Regarding correlations between
advancing and receding colors, in terms of spatiality and dominance, the opposite tendencies have been
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recorded. If a space was perceived as obtrusive and enclosed when using advancing colors, results are showing
that when receding colors are used, the same space seems to be more open and lighter.

Models with vertical surfaces that were treated with patterns have been perceived as more interesting than the
others, with the mean of 32.7%. Interestingly, a model with a geometrical, large scale, highly contrasting linear
pattern was defined as the least interesting but exciting, obtrusive, and unpleasant. Opposingly respondents
perceived the space with less contrasting linear geometrical patterns, pleasant and unobtrusive. Remarkably,
it has been noted that models which were treated with floral patterns were perceived as if they don’t make the
space more pleasant than the geometrical pattern. Eventually, 22.5% of the respondents found floral patterns
to be pleasant compared to 38.7% that responded positively in the same category for the geometrical pattern.
Regarding spatiality, application of pattern had no significant effect on visual perception of the space.

As for the use of highly reflective treatment of surfaces or mirrors in interior space, most respondents perceived
the model to be spacious (29.3%) and open (37.6%). Furthermore, the results show the impact of mirrors in
pleasingness and excitement, as 40.8% of respondents found the space to be pleasant and 31.18% rated it as
calming. When it comes to the use of highly refractive or transparent materials, usage of glass in the interior
was evaluated positively in all dimensions and categories presented.

CONCLUSION

The fundamental challenge in understanding how interior space is perceived, is the difficulty of systematically
recording the impact of spatial features on the users. There is a very small number of empirical studies, and it
is acknowledged that dealing with it through quantitative analysis, is not sufficiently flexible to apply it to a
variety of spaces, nor is it sufficiently comprehensive to capture all the relevant features that might be found
in a space. The aim is not only to attempt to quantify the correlation between the elements and positive
response, but also to provide useful information on the influence of surface characteristics on visual perception,
which could potentially be used to improve indoor environment quality. The study confirms that virtual reality
simulations are an extremely useful and effective tool for basic architectural research that enables the
application of novel empirical methods in researches, thus resulting in faster acquisition of findings. In
broadest terms, the results of the study also confirm that aspects of perception and spatial experience are
analytically investigable and have detectable correspondents in the physical environment, as well as that
selected spatial properties greatly influence spatial perception. Among the investigated properties, color
selection has demonstrated to be the primary factor impacting perception, particularly valence and spatiality,
while the size of pattern was related mostly with spatial proportions and affected the perception of dominance
and spatiality. Additionally, patterns with strong color contrasts and angular geometry are perceived more as
unpleasant and obtrusive, in comparison to small scale patterns, as well as patterns with lower color contrast.
Interestingly, there were no significant differences in perception, related to selective coloring of space surfaces
in all categories evaluated. It must be noted that the virtual conditions of the modeled environment may have
impacted results to a certain level. Also, to be able to obtain more solid conclusions to the raised questions,
the research should be expanded in the future, by associating responses not only to different color typology,
but also to tones and tints, and to the influence of natural and artificial light, and other elements of interior
design compositions, such as furniture, proportions, sizes, etc.

However, the study confirms that the systematic investigation of correlation between physical properties of
indoor spaces and the evaluation of their affective qualities is possible. It also acknowledges that regardless of
the limitations, they have the potential to result in qualified predictions for design. Such investigations are
beneficial not only for professionals but also for the users, as reliable quantification methods for experiential
qualities can help create spatial compositions of high order, and thus greater visual and spatial quality.
Furthermore, the study contributes to the research body associated with environmental perception, as well as
emotional and cognitive spatial perception. Continuation of studies along these lines, expansion and variables,
may contribute to developing a more apprehensive methodological framework, which may lead designers in
responding more appropriately to perceptual, and therefore comfort level and needs in general. Ultimately such
a framework would be useful for the increase in the level of conformity of spatial compositions and quality of
indoor environments.
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Abstract

The use of artificial brightness as a material form within “Big Bang Fountain” by Olafur
Eliasson in 2015, provides insight into how the perception of time articulates subjective
meaning and understanding of architectural space. This work outlines the relationship
between the human ecological experience of time and the transitory, elemental ambiances
of perceptual light cues used by the artist. This fundamental correspondence within
Eliasson’s work is founded upon exploring the interstice between perception and
experience. This paper argues the interstitial moment of brightness/darkness experienced
which tempers the illusionary occurrence of holding time still. The examination of this
work seeks to broaden the understanding of how the experience of the phenomenological
flux of architectural space subject to light occurs. As such continual incremental changes
in perception draw attention to the ecological mechanism which shapes innate the
relationship with architectural space. The exploitation of characteristics within perceptual
ecology, known to humankind innately, but perhaps not explicitly, informs and elucidates
consciousness of the diurnal experience of architectural space. The basis of how and why
this work causes a response is a result of the exploitation of evolved phenomenological
sensory experience rather than recognition of Euclidian spatial geometries.

embodied biological experience of
architectural space. IDA: International

! Keywords: Architecture, Space, Time, Light, Perception
Design and Art Journal, 5(1), 31-41.

Extended Abstract

Introduction: This text outlines the relationship between the human ecological experience of time, and the transitory,
elemental ambiances of perceptual light cues used by the installation artist, Olafur Eliasson. It is anticipated that the
usefulness of this research paper will engender relevance to sense experience and the transitional sense of the changing
presence of light within architectural space.

Purpose and scope: By nature, the daylight in architectural spaces is a naturally transient element, which is limited by
visual perception or a negligible reference to the sequential manifestation of light form. Experience of the differences and
changes of light in space is affected by the qualities of the space itself. However, the nuanced changing of light in spaces
happens overtime despite the space. “Big Bang Fountain” for instance, provides a useful insight to the nature of light’s
reflection within architectural spaces. It also offers valuable information necessary to understand how the perception of
light and shadow in space occurs. This fundamental correspondence between Eliasson’s work, and the experience of
space, is founded upon this text’s exploration of the interstice between perception and experience. The experience of this
work propagates specific environmental qualities which are useful topics for practical and pedagogical investigations.
The aim of this paper is twofold. There is a lack of methodologies in architecture for the investigation of light, specifically
daylight, in relation to human biological heritage, which make it an underdeveloped area of study. Thus, this text seeks
primarily to advance alternative rationales to question the innate human responses to light. Secondly, teaching experience
suggests that the architectural pedagogy of light requires a more nuanced approach, which may allow the students to
question their ideas on architectural space more deeply. This text aims to investigate the end user’s experience provided
by “light” in architectural spaces. Thus, it presents an unorthodox glance to practitioners and students to spur individual
curiosity.

Method: This paper argues, the interstitial moment of brightness/darkness experienced within the work, instigates a
shared response which tempers the illusionary occurrence of time held still. The primary purpose upon which this text
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reflects is change. Change takes place within a controlled and specific environmental experience. These changing
moments of light in time are necessary to develop a greater understanding of why knowledge of space occurs as it does.
Alongside this, it may be possible to understand better how this experience occurs as a phenomenological attachment to
space. As both a practitioner in architecture and an educator in architecture, part of this paper’s scope is its ability to reach
out to architects and students alike and to help practitioners to question sensorial experiences and what may be happening
to their visual perception when they experience an architectural space. Furthermore, this research aims to enable students
to begin questioning why they encounter light in architectural space as they do. This text draws attention to the underlying
principles of what connections that a student of architecture can begin to create for themselves when they experience light
and darkness in architectural spaces. Providing scope for a student to create a “notional dialogue” between an encountered
space and the sensorial mechanisms manifesting to them, services a broader understanding of experience. Acknowledging
and becoming open to how and in what ways perception is biologically tuned to space be a consideration which is much
needed within the architectural practice debate.

The methodology utilizes reflection as a tool to formulate understanding. Reflection and reflective practice provide scope
to consider why the experience of architectural space occurs in the way it has. Reflection as a tool to discover insight
from experiential teaching is a skill that appears less available to student cohorts. The text’s reliance upon reflection over
time combined with insightful reading has been the method to which a frame to hang the perspective of this paper upon
was constructed. Technological advances are at the forefront of practice and pedagogy which arguably sows seeds of
embodied detachment driven by constructed digital environments. “Big Bang Fountain”, for instance, relies upon
technology to exist yet connects the viewer to an embodied experience. These are the biological mechanisms of
embodiment that are triggered by this work. The sensation of the work is overwhelming - it is instantaneous - and
penetrates our visual perception to its core. Arguably reflective practice is the best-suited method to gain insight from the
experience of the work. The article should be read as a recollection of the original experience, thus its method is reflective.

Findings and conclusion: The continual incremental changes in perception that this work utilizes draw attention to the
ecological mechanism which shapes innate perceptual relationships with architectural space. This paper’s method of
examining these incremental changes is in detail. Moment after moment helps unlock the flux of light change, shadow
change, and sound change. This is an important methodology in understanding architectural space-time-light and light
awareness. The exploitation of characteristics within perceptual ecology, known innately but perhaps not explicitly
through this work, informs and elucidates consciousness of the diurnal experience of architectural space. The findings of
this paper and the manner it concludes suggest that biological connection to architectural space, endowed with daylight,
experienced within the diurnal sequence of time, is a critically crucial element in making sense of the contextual
experience of architectural space. “Big Bang Fountain” exhibited in 2015 at Tate Modern, London, is a work that has
resonated with this writer over a considerable time. Over an extended period, the historical experience of the work has
enabled the formulation of arguments put forward. Only through this reflection in time could this paper evolve as a
reflection on the use of artificial light and water as tools that can provide a clearer and better understanding of how the
experience of daylight and the changing nature of light interlinks. To conclude, this research might appear to be
counterintuitive. However, using the experience of artificial light within an enclosed art gallery environment, can and
does inform understanding of sequential daylight through visual perception.

Keywords: Architecture, Space, Time, Light, Perception

INTRODUCTION

Olafur Eliasson’s work, “Big Bang Fountain” (2015), part of his exhibition “In Real Life” at Tate Modern,
London 2019/2020, combined sound, artificial brightness, and time to investigate the conditions of how
experience manifests. This reflective text explores and considers how the human body interprets uncertain
visual complexity caused by a work which creates “a conjoint phenomenality” (Bayne, 2010: 11). The
simultaneous interoperation of sensation, understanding, and perceptual calibration is embedded in sensorial
perception as a confounded representation of interstitial reality. How consciousness calibrates and reflects
upon the fleeting overlapping moments of light/darkness/sound within the confines of the gallery space draws
attention to the confluence of immediacy. This suggestion of memory informs the response to momentary
experience, i.e. “now”. Utilizing the stroboscopic flux of light and the perceptual afterimages it creates,
provides a useful metaphor to begin consideration of changing light consciousness of architectural space
subject to the diurnal sequence. Architectural space which is subject to light is a complex scenario. The primary
components of spatial size, structure, materiality, apertures, orientation, and artifacts contribute when
combined with the darkness of light to a multiplicity of Fluxus. The “Heraclitan doctrine” (Zeki, 2009: 2827)
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heralds the ambiguity of constant change. As a spectator, the definition of Eliasson’s work is through the
communication exchange between the interstitial gallery moment of experience and the representative manifest
of the work as a still image (Figure 1). “Big Bang Fountain” situates light as a fundamental appropriator of
uncertainty within repetitive, glancing moments. By recognizing characteristic mammalian ecologies of light
as a sensorial dialogue in perception, the installation manifests itself as a repeating afterimage. The flickering
afterimage continually changes while reinforcing itself as a repeating embodied image, in the same way,
cognition may be unaware of the interstitial changes of the diurnal sequence, yet biology is not (Foster, 2020:
67).

Figure 1. Olafur Eliasson, Big Bang Fountain, 2015. © Anders Sune Berg
Mixed Memory

“The Condition of Sculpture” written in 1975 by William Tucker, situated sculpture in the world as the
“language of the physical (whereby) new thought finds form by stretching the medium itself” (Tucker, 1975:
35). Light and gravity, Tucker suggests, are the fundamentals through which sculpture is, and through which
it is experienced. In this relationship, however, “the property of actively giving light must remain that of the
world, not of sculpture, just as movement is the prerogative of the spectator” (Tucker, 1975: 36). Movement
and light, perception, and the experience, intertwine within Eliasson’s work, and expose attention to the
experience of tangible and intangible at one time by presenting time as a frozen element within collective
experience. If memory is an amalgam of the past at this very moment, recollection becomes a dual historical
and contemporary mechanism. Experience of each moment of light reveals itself in time, as it “arises from
relation to things” (Merleau-Ponty, 1962: 412). While the experience of the infinitesimal memories, presented
as droplets of water hanging in the air at this moment are “temporal light modulation... more commonly
referred to as “flicker” have visual, neurobiological, performative, and cognitive effects on viewers” (Veitch
& Martinsons, 2019: 790). Aligned to this, Eliasson suggests that “history is not external and objectified in a
situation, but is inside the spectator” (Eliasson, 2007: 33). An interpretation of this may suggest that in every
moment of awareness, a memory of the experience is, by its nature, historic. The history of a passing moment
was at some point presented as now. This is the interstice between past and present. Interstitial grasping of
sensorial cues emanating outside the body and acts as the vehicle through which the experience of an explicitly
exterior event becomes a recollection through its sensorial translation.

The interchange between “stroboscopic visibility” (Veitch & Martinsons, 2019: 791) and experience portrays
this phenomenological “historicity” (Merleau-Ponty, 1964: 92). What exists between now, following a
previous, upon a previous now and after that, propagates time as the mechanism, facilitator, and communicator
through which the process of the internal description of what is encountered is registered. These descriptive
moments become a memory that is extended and fully aligned in time, through time. As such, the “Big Bang
Fountain” is experienced as a series of moments which are joined together. The work becomes a moment
halted within time, yet it provides an opportunity to evaluate time as a static entity over a protracted period.
Within these moments motion can move us away from work, circulate it, move from side to side, or shut our
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eyes and re-open them. Yet within this continual corporeal motion, observation of the work remains
unchanged.

METHOD

This possession of time which Eliasson locks the perceiver into creates ownership of awareness through which
questioning of individual understanding of experience takes place. This connects the work in such a way that
it takes possession of personal experience. It provides the scenario for the observer to relate to the experience
with uncertainty rather than certainty. The observation is anything but certain. It is outside of the observer’s
reality of experienced time. The visual perception of falling water in the form of rain is a familiar occurrence
for many people. However, the observation of droplets of water in the form of droplets captured within a
vertically dropping cascade is uncertain and unusual. There is no certainty within perception. The image is not
a photograph of a still moment of water captured, it is not a freeze-frame within a film poised upon the edge
of the movement. Witnessing the “stroboscopic effect” (Bullough & Marcus, 2016: 869) presents beads of
water astonishingly hanging as individual stationary elements. Each bead’s possession is captured within the
reality of the perceiver’s never-ending continual moment. The scope of this effect creates a unique framework
upon which both practitioners and students are able to build new understanding and construct a reappraisal of
embodied spatial awareness. This text aims to be an examination that broadens practical understanding of the
phenomenological flux experience within architectural space subject to light and the sensory dialogue

commonplace within it.
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Figure 2. Notional dialogue in spatial process
Motionless Motion

By encountering the experience of beads of water hanging in the air perceptually motionless because of the
effect of the “constant strobe rate” (Wilkins & Gray, 2015: 64) their positional dimensions in space are present
to see. The volume, size, and opacity are open for a close examination, which presents the reality where one is
beholding time as static, motionless, still. This stasis exploits sensorial perception through the reality of
observation and challenges the idea that moments in time exist between the subject of observation and the
observation of the subject. Within the experience environment — the gallery is intimate, approximately 25m?
with “Big Bang Fountain” centrally placed with stroboscopic light raised above. It is lined with dark acoustic
material to absorb sound and is sequentially filled with darkness and brightness. Experience of this space
provokes, conjures, and manipulates vision, it propagates the illusion of something everlasting as implicit. The
historian Pamela Lee suggests within her essay “Your Light and Space” that Eliasson “implicates his observer
in a feedback loop of self-perception... seeing oneself seeing” (Eliasson, 2007: 35). The suggestion by Lee that
Eliasson’s work has the capacity to render the perceiver into a position of awareness of their self-awareness of
self, challenges the everyday detachment and trust exhibited toward spaces encountered.
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Figure 3. Sketch for “Big Bang Fountain” ©Olafur Eliasson, 2014

The ability of this work to capitalize upon “multiple object tracking” (Bennet et al., 2018: 1) within
environmental experience has the capacity to influence consideration of, and interpretation of the environment
met. Stroboscopic flashes of artificial brightness produce “a stroboscopic effect (which) can be defined as a
change in motion perception induced by a time-modulated light stimulus for a static observer in a non-static
environment” (Lee et al., 2018: 773). By utilizing this effect within an environment of complete darkness, the
successive flashes enable alternate visual perceptions to be constructed. The flashes portray moving, transient
droplets of water as static. It is an illusion, as the bead of water is not a single droplet or static. The bead is part
of a moving sequence of droplets falling vertically within and against a black background. The water droplets
are frozen within perception by a repetitive sequence of extreme brightness. The sequence between
brightness/darkness and brightness/darkness, is the mechanism in which the successions of falling beads hang
weightlessly in the air. The repeating pulses of intense brightness bracketed by complete darkness, interlock
moments in the droplets fall upon the eye’s retina as both perceived image and perceived afterimage. When
the perception of the droplets hanging in mid-air remains in thought, they are held as a perception of the object,
not the object itself. Franz Brentano expands this point,

...by an object of thought | [mean] what it is that the thought is about whether there is anything outside
of the mind corresponding to the thought. It has never been my view that the immanent object is identical
with the “object of thought”. What we think about is the object or thing and not the “object of thought”.
(Brentano, 1966: 77)

The environment of the “immanent” object could be any number of things, the brightness, the darkness, the
bead of water, or a combination. Brentano provides guidance on the separation of the “immanent object” from
the “object of thought,” while suggesting that one may provide an opening to the other. They are not part of
the same sense experience, the bead of water that comes from the collective cascade of falling water, it is made
individual and isolated in its singularity by the motion of its falling.

Figure 4. Shattering Bloom’s taxonomy of learning
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When complimented with Bloom’s Taxonomy of Learning, Brentano provides a useful pedagogical tool for
architecture students to understand their experience of space. The layered domain which Bloom suggests helps
students comprehend an idea of their growing wisdom. Eliasson’s work shatters this domain and provides new
questions about how we encounter and evaluate the experience. Ownership, presentation, and objectification
of space are presented as considerations of building wisdom. Concerning this Brentano suggests, “all the
appearances of consciousness are divided into two great classes - the class of physical and the class of mental
phenomena” (Brentano, 1995: 77). This suggests that consciousness can be understood as the “intentional
inexistence of the object” (Moran, 2000: 48). This notion is derived from the Latin verb “in-esse” meaning to
be. Considering what Brentano believed, when a thought relating to a sensed object occurred, such as the
hanging bead of water, it was an act of consciousness outside the reality of the bead. The phenomena which
can be sensed, and the phenomenon which is derived through thought such as “a colour, a figure, a landscape
which | see, a chord which I hear, warmth, cold, odour, which | sense; as well as similar images which appear
in the imagination” (Brentano, 1995: 79-80). This spaciousness between the experience of lived life in the
reality of sensed living and the imaginative exploration through interaction with the phenomena, of this lived
world is close and inseparable. If “images which appear in the imagination” are physical phenomena it confuses
understanding of the power of “immanent object” which Brentano has indicated he believes are not “identical”
to the “object of thought”. This ambiguity presents difficulty when building consideration of the
correspondence between the “object of thought” and the “immanent object” as the bead of water cannot be
both if they are not “identical”.

It is the body that assists this phenomenological inquiry. It readily and automatically becomes the instrument
or “tool” (Sartre, 1995: 325) which shapes exploration of the work. In this way, it becomes the filter through
which sensation is opened and explored, it is the juxtaposition between the primordial and biological
evolutionary process at work when Eliasson’s work is encountered. The phenomena derived through sensual
visual perception such as “a colour, a figure, a landscape” are vision based. Vision-constructed descriptive
analyses becomes the “object of thought”. This mechanism may allow perceptual analysis to make sense of
what is apprehended by ordering them in a way that allows filtering the aberrations of vision into a
comprehensible shape. This is an aspect of consideration that “requires much more input from other disciplines,
including architecture... to give signposts to how buildings can be better sensed” (Perez-Gomez, 2020: 21).
Language is one of the tools used to describe the shape of experience and perception of environments. These
perceptions are moments and glimpses that are part of time-based recognition of something outside the body
that afford captivation and intrigue derived from sight sense. The sound of “Big Bang Fountain” informs the
sensed reality from which the experience of the work emerges. Like a musical chord, this work is not silent,
the object made in thought is not quiet, yet consideration of a bead in apparent stasis or static isolation hanging
in the air confutes sensual perception.

FINDINGS: SENSING COORDINATES

The visual experience of this work manifests multiple beads of water appearing as static. Water, captured by
a vision in mid-flight, is apprehended by hearing as a sploosh or gurgle of falling water making contact with
itself or an unknown surface. Sensorial perception overrides this water as static even when the end of the fall
is heard. The gravity of the fall is noise that surrounds the perceiver. Clearly discernible as a penetration of the
silent captured moment of stillness. The silent held fixity of the water hints toward the lie. The body senses
the physical, but the physical is always outside reach. Vision presents a scenario that evolved to sense the
environment encountered. Although vision has evolved many ways of seeing, the camera eye uses the lens,
pupil, and retina as the chosen evolved biological solution for humans as one animal among many. Humans
use their bodies as an instrument of perception and have continued to extend this possibility by developing
abstract tools developed for lived life as extensions beyond biological sensorial nature. These sensorial
extensions instinctively expand understanding of environmental conditions. They help navigation through
environments that connect visualization of immediate surroundings with the experience of a greater world.
Recognition of the conditions of this experience is apparent when “my body always extends across the tool
which it utilizes: it is at the end of the cane on which | lean and against the earth, it is at the end of the telescope
which shows me the stars” (Sartre, 1995: 325).
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These constructed extensions allow humans to inhabit and respond in a modified way to the encountered world
- adapt and adjust objects to accommodate being. Humans have the capacity to change their place in the world
by affecting the environment inhabited with tools such as the *“cane” or the “telescope” to navigate a path
through what Husserl coined the “life-world” (Moran, 2000: 181). Paul Ricoeur in his analysis of Husserl’s
phenomenology, described this as a “pre-given passive universal in all judgmental activity” (Ricoeur, 2007:
12). Merleau-Ponty continued this process by considering the “meaning” of experienced phenomena of the
lifeworld without the imposed constraints of a “Cartesian” (Perez-Gomez, 1983: 49) frame. This makes
understanding perceptions a biological universal, inherent within the human life system through time and over
time.

A phenomenological enquiry based upon the sensorial openness of the body as it becomes the instrument of
measure is a naturally transposed and calculated activity. Reading the perceptual openness of the body’s
experience, where the environment is key, makes phenomenology an exploration of how meaning is made
inside and out of individual consciousness. It becomes a discipline concerned with the beginning - the birth of
individual consciousness. Eliasson’s work has the distinction of combining a constructed use of technology
for the creation of a prosaic reality experienced by the perceiver. This reality is in opposition to a Vitruvian
point of view based upon an objectification of space which is “Euclidian” (Perez-Gomez, 1985: 49), which is
opposed to the sensorial experience of space which is embodied. Vitruvius finds the prosaic within the
framework of geometry but loses sight of the possibility that in this creation, architectural space subject to
light generates a sensorial response in humans. This work is the combination of “techne (and) poiesis” (Perez-
Gomez, 1983: 47) as it becomes the technological realization of a poetic moment in time because the work
relies upon stroboscopic technology to formulate conditions for changing perceptual response through vision.
Complete darkness shuts down visual acuity while brightness and afterimage connect the body to a sequenced
moment. The work becomes mimesis for the relationship humans have to the diurnal sequence in which
perceives the day as one entirety, rather than the interstice of continual change between past and future which
the body experiences and perceives. This percept is an outward realization, distinct and dethatched - the body
as percept becomes the perception,

...my body does not perceive, but it is as if it were built around the perception that dawn through it: through
its whole internal arrangement, its sensory motor circuits, the return ways that control and release
movements, it is, as it were, prepared for a self- perception, even though it is never itself that is perceived
or itself that perceives. (Merleau-Ponty, 1968: 9)

Perception is not of oneself, but the experience of the object to the subject as a relationship between object and
subject creates the outcome of experience which formulates a perception. “Big Bang Fountain” becomes a
work that demonstrates the capacity to translate a technical situation into a poetic one. This poeticism is created
through the individual’s perception of the elements of the work combined to become an individual whole for
the perceiver. This whole makes the work what it has become, yet to exclude one element may have made the
work less of a convincing poem in light, and more of a technical exercise, empty and void of perceptual
stimulation and intellectual dexterity. The notion that Eliasson has actively and intuitively manipulated the
vagaries of time, such as brightness and darkness and interwoven these as passing elements of experience,
determines light as the formal material upon which and through which his work is concerned. When looking
at the work, the observation of correspondence between light and darkness as a material form is confused. The
darkness of light as much as the brightness of light temper being and fulfil a biological imperative for both.

Momentary Impermanence

In the Mendota Stoppages, James Turrell tested the notion that no moment in time is permanent; no awareness
of any moment in time is more than a recollection or memory of a moment that has passed. Momentary
impermanency after momentary impermanency is the perception of changing impermanence. It is through the
interpreting of this sequence that the procession of experience is witnessed. That which is perceived has no
life beyond the moment Turrell comments, “nothing we know is permanent... all exists only in shifting
relationships with everything else - we have little to fall back on except ourselves, our own processes of being”
(Turrell, 1980: 7). As such, known or unknown, recognized, or unrecognized awareness of experiences of light
will always be created through the interstice, moment to moment. When the individual recognizes an
experience but has difficulty speaking about the nature of the experience Louis Kahn called this descriptive
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sensation “presences” (Kahn, 2013: 26) in relation to the environment sensed. This is a consciousness of
biological response to light. Time and light are inextricably linked through different elements of consciousness.
Peter Sellars has written about these considerations as moments transposed within the work of Bill Viola, he
references Gertrude Stein when he suggests in his essay “Bodies of Light” that “each time there was a
difference, just a difference enough so that it could go on and be a present something” (Sellars, 2003: 173).

Sequenced Moments

Every moment of life is changed from the former to the latter, Sellars suggests. It is just “enough” to be
different so that it can become “a present something.” Each “present something,” is based upon the experience
of a moment in time different from the previous one. Each is individual, distinct, and meaningful. Eliasson’s
work recognizes this “just a difference enough” in the relationship between time, brightness, darkness, sound,
and architecture. The relationship in which Sellars aligns to Bill Viola’s work and the repetition of the hanging
droplets creates a reality of sequenced moments. This becomes the punctured passing of time in the relationship
between the experience within an environment and the link between time and light. The capacity of the fountain
to be photographed as a “present something” where the interstice of awareness between the un-noticed ways
in which light and time pass in moments of “just difference enough” is profound. This profundity exists if “we
recognize the exterior world with the pause button on, and (recognize) its interior workings (then the) ongoing
processes begin to reveal themselves” (Viola, 2003: 186). Experience is a continual overlapping now. It is
linked and ongoing, so when consideration is given to the notion of the “pause button” awareness is arrived at
by unawareness of moments in time - holding time, by providing an experience of light that is paused.
Eliasson’s invocation of these qualities means understanding that the passing of time is unbroken and
inevitable.

Reflection on action

Why did these
expel 85 occur

Wil this experience
always be
encountered in the
same way?

What is learnt from
experience reflection?

How is change
monitored?

Is this sensation and

reflection unique to

everyone?

Will this learning
inform other leaming?

Refiection in action

Figure 5. Methodology - In & On Action

The argumentation within this text is that bodies are aware of the interstice of time yet remain cognitively
unaware of it. This presents as a “Threshold Concept” (Figure 5) where awareness of being outside of a
linguistic frame steers an embodied methodological pathway. Individuals develop cognitive intuition of the
object world through which they navigate their lives, such as an awareness of physical objects like the chair or
the tree. However, light is not understood as a physical entity in the same way. Light presents a different
cognitive intuition that many people are unaware of or only grasp occasionally in the way Kahn suggested. It,
therefore, follows that being aware of the psychology of light when a conscious thought connected to light or
time arises, what Husserl termed “monad” (Husserl, 1980: 26) is when the attachment of Being in the world,
knowing the actual experience of the self as a connection to the “life-world” occurs. For Husserl, the individual
ego was a central facet in the manufacture of cognitive experience, a conjugate between psychological egos,
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through which cognitive representations of self are made, becomes an ego-centric experience. However, the
ego through which the phenomenological experience of the environment is made is, for Husserl, a
transcendental ego. The transcendental ego is based upon unknown, unidentified “eidetic memory” (Costa-
Mattioli, 2008: 875), thus, the composition is formulated through shared biological history. Intuitive
knowledge, which one could argue is sensed and not rationalized or cognitively constructed, is transcendental.

Combining pure ego and transcendental ego as the mechanism through which experience co-creates the notion
of a now, or at least recognizes a sequence of time from which the idea of now is a centrally emerging
component is important as time and light are inextricably linked; each exists within the realm of the other. The
changes in light that alter environmental conditions are linked to time, distance, proximity, and light intensity,
which open the observer open to conditions light manifest. These generate observational points of view. When
Eliasson’s work is viewed from the point of view of perception, it must be close and enveloped within the
entirety of the work or at the maximum distance the space of the gallery allows. These two points of view
provide relatively different ways of seeing the work. Each way in which perception is gained generates vastly
different perspectives on the experience received.

Viewing the work from the edges of the space is an experience of the whole work. Sensual perception of the
work is the combination of being up close where the viewer can see nothing but the expanse of
brightness/darkness/sound/fixed and fluxus. Yet the space will only become apparent when the viewer moves
or changes their point of view. These points of view combine and join, through which a status view is achieved,
where a sense of what is being looked at can be processed cognitively. Perceptual movement within every
architectural space is informed by proximity and distance in the same way. Within architectural space, the
embodiment is in the light and, at the same time, distant from the light perceived. The perception of light on,
in and through objects is concurrent to the recognition of shadow on the walls and the floors of architectural
spaces. This encounter with light has the capacity to transfer an inexhaustible multitude of different qualities
and sensorial characteristics within a single interstice of time. Light, time, and space recite continually
changing and evolving scenarios of experience; however, awareness of this coexistence is often and easily
overlooked.

CONCLUSION

This text makes a new contribution to understanding “Big Bang Fountain.” It creates new perspectives and
pathways through which it is possible to acknowledge and navigate embodied experiences. The development
of this original content draws much-needed attention to how and why encountering this work manifests such
deep impact and suggests implications for the experience of light in architectural space. This study aims to
create new results that interrogate the human relationship with time-light-space through philosophical debate
and biological research. It connects diverse fields of study to say more satisfactorily how understanding space
through sensorial encounter occurs. “Big Bang Fountain” has made awareness of this coexistence available.
Experience of this work manipulates embodiment with the flux of passing time. It presents time as an extended
encounter by introduction to the possibility of time being held static as an image of a moment; in this reflective
encounter, we are able to examine and investigate.

The visual representation of this work carries with it all inherent future assumptions and reflective perceptions.
Awareness that the work cannot ever recreate or repeat each passing moment may be present. However, it
propagates the illusion of immeasurable, improbable moments of stationary time to come which is untrue.
Reflecting upon this truth provides insight into the ever-changing flux of interstitial experience of architectural
space. It draws attention to the passing of time and the importance of time as the arbiter of ever-changing
spatial qualities of architectural space subject to light. Alongside this, it highlights the parameters through
which time influences and guides the embodied perception of light. How we meet the essential flux in
Eliasson’s work draws attention to the automatic, and mostly ambivalent way in which perception sense
navigates passage through spaces we inhabit. Alongside this, and most importantly perhaps, it draws attention
to the innate biological connection of interstitial experience of light variability in architectural spaces and the
need to be less ambivalent to its biological importance.
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Abstract

The development of students’ critical and creative thinking skills is at the core of the first-
semester basic design studio. Students’ perceptual experiences of their environment form
the key references of abstraction in this beginning phase. This paper inquires studio
approach based on abstraction and mapping as tools for intertwining visual reasoning and
bodily experiences in the design process. Focusing on the case study of a basic design
studio assignment, the authors analyze the structure, application, and products of the
“Urban Abstraction and Mapping” project. The study adopted the case-study method as
part of qualitative research approach and dwelled on researchers’ first-hand interaction
with a phenomenon within its real-life context, ARCH/MIM101 studios. The findings
showed that abstraction and mapping strategies based on students’ bodily experiences in
urban contexts raised awareness of design as a generative and iterative research process.
Students who were able to reveal and reconstruct the relationship between different forms
of knowledge through experiential and conceptual levels of the design process managed

to develop heuristic 2D and 3D design strategies. The findings of this study provide a
ground for discussions on the effectiveness of teaching/learning methods applied in the
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Extended Abstract

Introduction: First-semester basic design studio has the critical responsibility to provide a constructive learning
environment for students who encounter design studio pedagogy for the first time. In the basic design studio, students are
encouraged to develop new ways of looking, seeing, observing, analyzing, and visualizing through the exploration and
use of different media. In a basic design course, students are exposed to the basic elements of design (point, line, plane,
volume, form, orientation, scale, etc.). They learn the basic principles of design (color, shape, texture, rhythm, balance,
contrast, continuity, repetition, etc.) and develop a new geometric language by using 2-dimensional and 3-dimensional
design elements based on these principles. The emphasis on form and space in the early design phase is considered the
legacy of the modernist tradition, which is also made manifest in basic design education. However, giving priority to the
geometric language of abstraction in composition design may cause limitations when visual perception dominates other
perceptual realms. Rather, integrating visual perception with other perceptual dimensions may evoke and enlarge the
designer's awareness of the tangible and intangible features of the physical environment. This would, in turn, help
integrate conceptualization and materialization in design for foundation design education. Hence, the present study raised
the following questions: how can we develop an inclusive model for a basic design studio to stimulate a better
understanding of the dynamic commingling of visual reasoning and bodily experiences in the design process? What are
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the pedagogical potentials of experiencing physical space and of walking as a performative act for achieving this in basic
design education?

Purpose and scope: This paper inquiries about a design studio approach to stimulate a dynamic commingling of visual
reasoning and bodily experiences in the design process. This study aims to present and discuss a studio approach that was
undertaken as part of the first-semester design studio at the Department of Architecture at Ozyegin University in Turkey.
This studio approach is analyzed through the structure, application, and products of a four-week project entitled “Urban
Abstraction and Mapping.” The main objective of this project was to generate new ways of grasping the complex and
multi-dimensional nature of urban space in a critical and creative manner by going beyond the geometric language formed
through abstraction in composition development. The analysis and abstraction of the physical environment are utilized as
a tool for synthesizing conceptual thinking with the concreteness of sensory experiences and bodily perception. The
cyclical relationship between the trio of perception-experience-conceptualization constitutes the basic components of this
project. For this purpose, urban abstraction and urban mapping are inquired and used as methodological tools, and
Istanbul, as a case of a complex urban city, is experienced through bodily perceptions of the students walking on a
predetermined route. The bodily experiences of students as flaneur constituted the basis firstly for conceptualizing the
tangible and intangible features of urban city and secondly, transforming this conceptualization into an experiential and
perceptual design process through testing material-color-texture-light/shadow-scale of volumetric explorations.

Method: The analysis is based on the structure, application, and products of a four-week project entitled “Urban
Abstraction and Mapping,” as the final stage of the ARCH/MIM 101 Design studios. Qualitative case study methodology
fits well with the objectives of the present study that aims at presenting and discussing a studio approach developed for
the basic design studios in the first semester of the first year of the bachelor’s degree in Architecture and the bachelor’s
degree in Interior Architecture and Environmental Design in Ozyegin University. The study dwells on the final exercise
of the basic design course entitled “Urban Abstraction and Mapping,” which aimed at introducing the students to context-
based design knowledge through the embodied interaction of the body/subject with the physical space. The “Urban
Abstraction and Mapping” project is described and analyzed by the authors of the present study, who were the tutors of
ARCH/MIM 101 studios while conducting the case study research. The methodology is based on a detailed examination
of a phenomenon, part of qualitative research approach. Data sources cover the first-hand observations and reflections of
studio tutors and the evaluations of students’ projects.

Findings and conclusion: The findings showed that urban abstraction and mapping strategies developed through
students’ bodily-sensory experiences in urban contexts helped raise awareness of design as a generative and iterative
research process. Students who were able to reveal and reconstruct the relationship between different forms of knowledge
and to cyclically convert them through the experiential and conceptual levels of the design process managed to develop
distinctive heuristic 2D and 3D design strategies. Implementing this studio approach in subsequent terms and increasing
the number of participants would help make further analysis of the potentials/constraints of urban abstraction and mapping
strategy for basic design education. Nevertheless, the findings of this study provide a ground for discussions on the
effectiveness of teaching/learning methods applied in the introductory level of design education.

Keywords: Basic design, First year design studio, Abstraction, Urban mapping, Critical-creative thinking

INTRODUCTION

First-year design education has a critical responsibility to provide a constructive learning environment for
students who encounter design studio pedagogy for the first time. In the basic design studio, students are
encouraged to develop new ways of looking, seeing, observing, analyzing, and visualizing through the
exploration and use of different media. As noted by Ozkar (2017: 2), “a basic design course tries to equip the
beginning student with fundamental design skills that will universally apply to any form and material in future
contexts,” and this is facilitated through *“experimental use of abstract forms and materials to respond to
abstract problems.” In a basic design course, students are exposed to the basic elements of design (point, line,
plane, volume, form, orientation, scale etc.), they learn the basic principles of design (color, shape, texture,
rhythm, balance, contrast, continuity, repetition, etc.) and develop a new geometric language by using 2-
dimensional and 3-dimensional design elements based on these principles. Consequently, they start to develop
“designerly ways of knowing” and cultivate “visual and spatial reasoning” (Cross, 2004; McDonnell, 2016;
Ozkar, 2017).

The emphasis on form and space in the early design phase is considered as the legacy of the modernist tradition,
which is also made manifest in basic design education. However, giving priority to the geometric language of
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abstraction in composition design may cause limitations when visual perception dominates other perceptual
realms. Rather, integrating visual perception with other perceptual dimensions may evoke and enlarge the
designer’s awareness of the tangible and intangible features of the physical environment. This would, in turn,
help integrate conceptualization and materialization in design for foundation design education (Figure 1).
Hence, the present study raised the following questions: how can we develop an inclusive model for a basic
design studio to stimulate a better understanding of the dynamic commingling of visual reasoning/critical
conceptualization and sensory experiences/bodily perception in the design process? What are the pedagogical
potentials of experiencing physical space and of walking as a performative act for achieving this in basic design
education?

visual reasoning

visual reasoning

COnOprUCI'i tion SeRsory expernence

2-dimensional
and
3-dimensional
design

conceptualization sensary experience
2-dimensional
and
3-dimensional
design

‘\
bodily "'\
perception ) Sree

Figure 1. Conceptual framework of basic design education

bodily
percepiion)

This study aims to present and discuss a studio approach that was undertaken as part of the basic design studio
at the Department of Architecture at Ozyegin University in Turkey. This studio approach is analyzed through
the structure, application, and products of a four-week project entitled “Urban Abstraction and Mapping.” The
main objective of this project was to generate new ways of grasping the complex and multi-dimensional nature
of urban space in a critical and creative manner by going beyond the geometric language formed through
abstraction in composition development. The analysis and abstraction of the physical environment are utilized
as a tool for synthesizing conceptual thinking with the concreteness of sensory experiences and bodily
perception. The cyclical relationship between the trios of perception-experience-conceptualization constitutes
the basic components of this project. For this purpose, urban abstraction and urban mapping are inquired and
used as methodological tools, and Istanbul, as a case of a complex urban city, is experienced through bodily
perceptions of the students walking on a predetermined route. The bodily experiences of students as flaneur
constituted the basis firstly for conceptualizing the tangible and intangible features of urban city and secondly,
transforming this conceptualization into an experiential and perceptual design process through testing material-
color-texture-light/shadow-scale of volumetric explorations.

Although there are many articles that examine architectural design studio approaches at different grade levels
with the case-study method (Hisarligil, 2012; Lizondo-Sevilla et al., 2019; Yorgancioglu & Genel, 2022), the
number of articles focusing on the first semester of the first year, which has a critical role in design education
is very few (Celik, 2014; Acar et al., 2021; Cil & Demirel-Ozer, 2021). Moreover, very few case study analysis
discusses the theoretical and pedagogical framework of project approaches in the design studio beside the
project itself (Love, 2019; Qureshi, 2020; Saghafi, 2021). This study contributes to the body of knowledge on
first year design education as it inquiries about a threshold between basic design education and architectural
design education by integrating the notions of form, space, structure, and scale to abstract design principles
and elements. This study investigates the potential of mapping methodology for the development of critical-
creative thinking and making skills of beginning design students.

In what follows, the paper lays out the theoretical context of the study by emphasizing, firstly, the goals of
basic design education, secondly, mapping as a generative tool in basic design education, and thirdly, the
theoretical implication of urban flaneur for mapping studies. Then, it describes the methodological framework
of research by explaining why the case study methodology fits well with the present study and explains the
structure and stages of the “Urban Abstraction and Mapping” project. This is followed by the evaluation of the
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outcomes of project stages in terms of the educational goals, educational achievements, and limitations and
constraints encountered by the first-semester design students. It inquiries about the ways design is transformed
into a research process for first semester design students, in which representation techniques are utilized as
analysis and knowledge production tools. The paper ends with conclusive remarks about the possibilities of
enhancing the generative role of mapping methodology to support the development of first semester design
students’ critical thinking skills as part of basic design education.

Theoretical Context

In the view of Temple (2006: 5), the first-year design studio is concerned with the “issues related specifically
to perceptions, processes, and definitions but also necessitates the formation of habits of mind, habits of hand,
habits of reflection, and habits of communication, as a basis for continued learning, exploration, and
development.” For Boucharenc (2006: 1), this critical role of beginning design education necessitates “a
holistic, creative and experimental methodology that develops the learning style and cognitive abilities of
students with respect to the fundamental principles of design.” The design projects are structured in a way to
help students develop abstract, analytical, diagrammatic, and creative thinking skills, combined with skills of
doing through hands-on experiences. First year design students are encouraged to go beyond the familiar
perceptions of space, look at alternative perspectives, explore relationships, and design the tools necessary to
express those relationships in new and creative ways. Thus, the formation of a critical learning and design
culture in the studio is supported (Akoury, 2020; Cil & Demirel-Ozer, 2021). Students critically analyze and
re-frame the design problem and develop solution alternatives (Kuhn, 2001; Salama, 2008; Nabih, 2010;
Mackintosh, 2014). Design critique -a principle pedagogical method used in the design studio- plays an
important role in the development of critical thinking skills of students (Schon, 1984; Wilkin, 2005; Gray &
Smith, 2016; Belluigi, 2016). The positive/negative aspects of the projects are discussed, different perspectives
are developed iteratively, and each actor in the studio publicly shares his /her own viewpoints and open them
up for the evaluation by others (Christensen & Ball, 2016; McDonnell, 2016; Demiri, 2021). The new ways of
thinking necessitate being open-minded, creative, and critical and have high awareness (Ennis, 1994;
Yorgancioglu & Tunali, 2021). Alternative and creative ways of thinking enable an individual to look through
multidimensional perspectives and integrate mental constructs of different knowledge fields to (design)
knowledge production processes (Erkok et al., 2005; Aydinli & Kiirtiincii, 2014).

Critical and creative thinking triggers the reorganization of knowledge and the production of new knowledge,
and when it comes to design, this is a type of knowledge that is “conceptually learned and experientially
grasped” (Erkok et al., 2005: 63). “Sensory experience” is fundamental in learning how to design and learning-
by-doing, an essential component of studio-based pedagogy, is based on hands-on experiences and working
with physical materials through the design process (Ozkar & Steino, 2012). The learning-by-doing approach
serves not only for making visible and materializing abstract ideas through 2D drawings and 3D physical
models but also for exploring and generating new ideas and creative solutions to design problems. Beyond the
visualization of knowledge, the reproduction of knowledge through critical-creative means of representation
is encouraged. Students examine the visual and structural qualities of different materials and the principles of
tectonics. Thus, an experimental, iterative, and experiential approach based on the unity of thinking and doing
introduces first year design students to a new learning paradigm.

Mapping as a generative tool in basic design education

The transformation of the design into a research process and the use of representation techniques as tools of
analysis and knowledge production in this process constitute important dimensions of design studio pedagogy.
Students are encouraged to use multiple visualization methods in research processes (Gray & Malins, 2004;
Yorgancioglu & Turgut, 2022). In this context, mapping is utilized as a research tool in design studio practices
for representing and restructuring knowledge through conceptual, schematic, or diagrammatic explanations
and visualization of the stages and the outcomes of design as a research process (Al-Kodmany, 2001; Senel,
2019). Mapping serves for the visual representation of varied forms of data by revealing the relationships
between different forms of knowledge and the principles and insights that can be derived from this relationality
(MacEachren, 1992; Moere, 2007). As a performative act that combines conceptualization and visualization,
mapping becomes a method that has as much generative potential as representation (Arslan, 2019).
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Mind mapping is a mapping technique commonly used in design studios. Bodily perceptions and sensory
experiences of individuals regarding the outer world intertwine with the subjective, cognitive, and intuitive
responses of their inner world. For design students, the layering and overlapping of these two realms have the
potential to generate design knowledge (Aydmh & Kiirtiincii, 2014). Such an experience is usually activated
by spatial stimuli resulting from the displacement of individuals from their current contexts and encountering
a new environment, which opens the perceptual realm. All the inputs gathered via such encounters are filtered
through the individuals’ perceptual, experiential, and conceptual realms and pave the way for the development
of a subjective interpretation of the situation. The perception of the physical environment through bodily
experiences and its leading to an intellectual inquiry and conceptualization process fits well with the goals of
basic design education as it supports the integration of conceptual and experiential knowledge through design.

The theoretical implication of “urban flaneur” for mapping studies

The concept of flaneur has theoretical implications for the present study. Flaneur has been a concept used for
explaining varied responses of the modern persona to the modern city. For Baudelaire (2017), the flaneur
makes observations of urban space, walking through the crowds but at the same time hiding himself/herself
from the crowds, as for Benjamin (1999) the observations of the flaneur as a walking citizen lead to production
of ideas about the modern city. Gros (2014) introduces the concept of “urban flaneur” whose experience of the
city, through all his/her senses, dwells on his/her daily routines such as walking to work, going through the
crowds, and then going back home after work. Gros (2014) points to urban heaps of crowded city spaces that
cover up gates, sudden changes, dangers, and surprises, all being part of the experiences of the urban flaneur.
The sensory qualities of walking are also emphasized by Urry (2016) who describes the relationship between
citizens and the modern city through the concept of walking. Beyond a displacement of the body, walking
becomes a performative act, and the city generates an interactive realm for the citizens, allowing one to better
grasp body-space-time relationality. In the view of Le Breton (2008) walking in the city requires the
participation of the whole body and activates all senses in the background of visual, auditory, and haptic
stimuli.

Within this framework, the embodied and sensory engagement of flaneur to the modern city through walking
is rooted in phenomenological concepts of the human body based on a criticism of a dualistic understanding
of mind/body or thinking/perception. Rather, as it is discussed in contemporary body theories (Merleau-Ponty,
2002; Pallasmaa, 2014), such engagement dwells on the particularity of the body’s interaction with space
through perception and experience. This particularity stems from a way of accessing and re-constructing
knowledge of space through different strategies of experiencing and perceiving (Yorgancioglu & Calak, 2020).
Movement is key to those strategies, since the body's movement in space leads to constant changes of his/her
experiences and, thus, of the knowledge derived from those experiences. Experiencing space through
movement, especially walking, has a dynamic structure, enabling unexpected or contingent encounters and
grasping multi-layered phenomena in urban space. Accordingly, the body is re-contextualized to the center of
urban space and becomes “actualizers of the city” whose active engagement with the city through embodied
experiences leads to producing knowledge of urban space (De Certeau, 1988).

METHOD

The present study is based on a qualitative case study methodology (Bergin, 2018; Yin, 2018). The researcher’s
first-hand interaction with a phenomenon within its real-life context is essential in qualitative case study
research that may cover interviews, observations, and reflections used to analyze a topic in design research
(Jonson, 2005; Charlesworth, 2007; Groat & Wang, 2013). Qualitative case study methodology fits well with
the objectives of the present study that aims at presenting and discussing a studio approach developed for the
ARCH/MIM 101 Design studios taught in the first year of the bachelor’s degree in Architecture and the
bachelor’s degree in Interior Architecture and Environmental Design in Ozyegin University. The study dwells
on the final exercise of the basic design studio entitled “Urban Abstraction and Mapping,” which aimed at
introducing the students to context-based design knowledge through the embodied interaction of the
body/subject with the physical space. This project is described and analyzed by the authors of the present
study, who were the tutors of ARCH/MIM 101 studios while conducting the case study research. The authors
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facilitated the design and implementation of the pedagogical approach as well as the chance to observe and
interpret students’ experiences and learning strategies in the context of the studio. Besides, over the years, the
authors have been reflecting on the teaching methods used in ARCH/MIM 101 Design studios, trying to
improve the content and procedures of studio pedagogy each academic year.

In the present study (1) first-hand observations and reflections as the studio tutors in the studio context and
within site excursion, (2) reflections on studio tutor’s work through weekly critiques, and a final jury evaluation
and (3) projects designed by the first-year design students are used as data sources and data collection tools. A
triangulation strategy based on multiple data analysis techniques is applied to compare the data sets and
increase the validity and rigor of this qualitative study (Humble, 2009; Teddlie & Tashakkori, 2009) of the
students participating in the ARCH/MIM 101 studios. “Urban Abstraction and Mapping” was designed as the
final project of ARCH /MIM 101 Design course that covered four more projects on the following topics:
Ex.1.0. Abstraction of natural objects and pattern design, Ex.1.2. Abstraction of photographic composition,
Ex.2.0. Figure-ground composition based on Gestalt principles, Ex.3.0. Movement analysis and volumetric
design and Ex.4.0. Transformation of form. The content and sequence of these short-term projects are
structured in accordance with the main objectives of the course, which are introducing the first-year design
students to the basic elements and principles of design, guiding them to develop 2D and 3D composition
designs based on these design elements and principles and cultivating in their skills of thinking and making
with a special emphasis on material-technical-structural issues and critical-creative representation tools. In the
studio, urban abstraction and urban mapping are inquired and used as methodological tools. Istanbul, as a
complex urban city, is experienced through bodily perceptions of the individual as a flaneur, walking on a
pathway. The bodily experiences of the individual as flaneur constituted the basis firstly for conceptualizing
the tangible and intangible features of urban city and secondly, transforming these features and layers into the
volumetric design of the abstracted urban mappings.

Table 1. Educational phases of Urban Abstraction and Mapping project

STAGE 1
| e— R preceerecacees ;
Preparation Readings + Film critiques + i
1.a.(in studie) |Conceptual research ‘i‘
Preparation ) .
5 Site excursion
1.b. (on site) STAGE 2
Urban mapping based on
| A Progres 2.a. preliminary research and data
"’ collected on site
Progres 2.b. Collage works
STAGE 3
Transformation of 20 mapping | =========== Prmmmmmmmmm—ay
Progres 3.a and collage studies to 3D ",
volumetric design
STAGE 4
Revisions of research posters
s Sl and urban maps Transfarmation of 2D mapping
Progres 3.a and collage studies 1o 30

volumetric design

Revisions of research posters
Progres 3.b po

and urban maps

The project duration was four weeks, and four main stages of learning are systematically implemented
throughout the four-week schedule (Table 1). In Stage 1, students were expected to read chapters they have
chosen from the book Invisible Cities by Italo Calvino (1997) and make group discussions on the concepts that
can be derived from the readings. Students were also given further readings by de Certeau (1984), Baudelaire
(2017) and Benjamin (1999) and extracts from the movies The Man with a Movie Camera (Vertov, 1929),
Metropolis (Lang, 1927) and Qatsi Triology (Reggio, 1982, 1988, 2002) were shown and discussed in the
studio. This was also supported by conceptual research as the group works with reference to keywords such as
urban abstraction, urban mapping, mind-mapping, flaneur, urban experience, urban palimpsest, urban layering.
The introductory stage also included a site excursion to selected locations in the Galata and Karakoy districts
in the European side of Istanbul. Galata Tower Square was selected as the meeting point for studio tutors and
students. 3 main paths (Galata Tower-Bankalar Avenue- Karakdy Ferry Station- Paket Post Office, Galataport)
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were selected for the analysis of tangible and intangible features (visual/geometric elements, urban image,
scale and monumentality, auditory experiences, transportation networks, user groups, daily practices,
programmatic elements, etc.) of urban space. Students were asked to utilize site analysis tools such as
sketching, mind-mapping, visual and auditory recordings during the site visit. The data collected during the
site excursion was analyzed in Stage 2, in which students were expected to develop 2-dimensional urban
mapping studies and collage works. These 2-dimensional studies were expected to reflect the designerly ways
of thinking of each student about the tangible and intangible layers of urban space and how they can be
abstracted using creative representation tools. All the inputs derived from the preliminary conceptual research,
the site-excursion and analysis and mapping studies were expected to guide the first-year students in Stage 3
for a critical inquiry of the volumetric representation of urban layers in X-Y-Z dimensions. The 3D volumetric
design of the abstracted urban mapping and collage studies were to experiment with the abstraction of urban
layers, their possible intersection and/overlapping, and the potentials of the materials (color, texture, durability,
etc.) for the representation of the visible and invisible elements of the urban layers. In Stage 3, students were
asked to design 2 posters for the representation of both the process and the products of the project: a research
poster exposing the findings of all preliminary conceptual and environmental analysis, and a design poster
portraying all the design processes, including the 2-dimensional studies of mind-mapping, abstracted urban
mapping and urban collage as well as the 3-dimensional volumetric design, both the prototypes and the final
model. Stage 4 included Revisions of 3D model through desk critiques and Final Jury presentations and
evaluations.

FINDINGS

The results are based on the analysis of the generative capacity of mapping to integrate experiential and
conceptual knowledge and evoke inputs for 3D volumetric design at the introductory design process in
ARCH/MIM 101 studios, by focusing on the structure implementation, and products of the studio approach.
Evaluation and the interpretations enriched the discussion part of the manuscript, and the discussion is based
on (1) educational goals, (2) educational achievements, and (3) limitations and constraints encountered by
first-semester design students in each phase of “Urban Abstraction and Mapping” project as part of the design
process in ARCH/MIM 101 studios (Table 2).

Table 2. Educational objectives, achievements and limitations/difficulties encountered in each phase of “Urban
Abstraction and Mapping” project

Educational objectives Educational achievements Limitations and difficulties
b
"~ — |Readings + Film
= ;g it to structure the conceptual raising awareness of design as a research ) . ]
2 critiques + : : : i e s : dominance of visual literacy
5 g Conceptual framework of the project through process; developing critical thinking skills ekills over readine
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The project

is structured on four stages (Figure 2).

Transformation to inquire volumetric discovering the circular nature of design difficulties in understanding that
q 9 g g
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STAGE 1 included preparation in the studio based on
Readings + Film critiques + Conceptual research. Educational goals envisioned for this stage were questioning
the concepts that inform the conceptual framework of the project through different media and, thus, helping
students get familiar with foundation concepts. This stage of the project not only raised students’ awareness of
design as a research process but also contributed to developing their critical and creative thinking skills and
knowledge base about design. On the other hand, there were also some constraints at this stage of the studio.
Because first-year design students are mostly equipped with visual literacy more than text literacy, they are
not familiar with reading articles or book chapters.

STAGE 1

STAGE 2

Readings +film critics +conceptual research

Site excursion

Urban

ing based on prelimi

Strategy 1: photomontage

¥ h and data collected on site

Strategy 2: daydremaing

Collage works
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Transformation of 21} mapping/collage studies to 3D volumetric design | Revisions of posters and urban maps

STAGE 3

STAGE 4

Figure 2. Four subsequent stages of “Urban Abstraction and Mapping” project

Yet, the state of having more active visual perceptions turned into an advantage for the studio exercise of
watching excerpts from movies and discussing certain concepts in relation to the project brief. These
discussions provided a ground for critically evaluating the tangible and intangible elements of urban space
through daily practices, the interaction between the observational reality and the subjective and imaginative
perceptions of the observer. This, in turn, prepared the students for the site excursion they participated in the
next stage of the project. The reason for choosing documentary films was to draw attention to the fictional
dimension of urban/spatial experiences of observers, to the fact that we all experience the world through our
own lens. These two exercises were followed by literature research about the main concepts given in the design
brief and the preparation of a presentation. The students, who gained a certain awareness of the readings and
movie critics in the studio, discovered the definitions of the related concepts and started relating these concepts
with visual examples. Preparation on site was based on site excursion. The educational objectives of this stage
were observing and analyzing urban space through bodily perceptions and sensory experience, promoting
personal perspectives in observing, perceiving, conceiving, and visualizing space. The pedagogical goals were
to expand research and learning practices outside the studio, to increase students’ awareness of the city they
live in, and to encourage them to explore the heterogeneous and layered structure of urban space, especially
within the framework of the chosen route. Students were encouraged to learn to experience their environment
as active observers and participants, one of the key features of being a designer. Bodily movement through
walking was the primary notion that supported the active engagement of students to space; observations and
experiences on the go were effective in enabling students to look at the space through multiple perception
channels. However, the students who had difficulties bringing their conceptual awareness to a certain level in
the studio research exercise needed help describing their experiences through concepts. This difficulty was
also evident when analyzing the data collected after returning to the studio from the site excursion: some
students needed help finding conceptual references for their data analysis.

STAGE 2 started with practices of urban mapping based on preliminary research and perceptual-sensory data
(in different media such as photographs, sketches, video recordings, sound recordings, etc.) collected on site.
The objectives were to activate students’ critical-creative thinking skills and to abstract the tangible and
intangible layers of urban space using creative representation tools. Bodily perceptions and sensory
experiences were expected to be re-evaluated as a spatiotemporal frame of reference for abstraction. The mind-
map method was determined as the appropriate method to achieve this. Because mind-map has the potential
to provide an opportunity for each student to represent the spatial experience they have acquired from their
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own point of view by synthesizing the concrete-abstract, objective-subjective elements together; thus, this
method contributes to encouraging the students to develop their own design strategies. Mind-map helped
students to transfer the findings of conceptual research and on-site observations to the design process by
revealing and reconstructing the relationships between them, synthesizing conceptual and perceptual
knowledge through a critical-creative-subjective filter and, eventually, representing this synthesis through
different forms of knowledge (visual, textural, etc.). Some successful examples of expressing experience with
concepts were: the use of “interface” concept with reference to “interior/exterior of the buildings (facades and
interior practices)” and “underground/above ground combining the underground and aboveground of the city
by using underpass”; the inquiry of “sound” with reference to diverse sound qualities such as “deliveries and
miscellaneous; transportation; street sound; traffic, harbor and building operation”; “palimpsest” concept
related with diversities between and co-existence of “layers of human density, human orientations, building
heights.” Conceptualizing the experience, in other words, trying to express the prominent elements of the
students’ subjective experience in the route, constituted the first stage of the mapping exercise.

The concepts were reconstructed by students using different visual and written knowledge forms. Two different
approaches were observed among students. Some students tended to bring together the photographs they took
during site excursions and or the images found on the web to reconstruct the route in a certain flow. While
doing this, they cropped the images, distorted them by altering their scales, overlapped, or changed the
positive-negative space setup by making the ground line upside-down. So, this group of students created their
own route compositions. While creating their compositions, some students maintained the route’s flow and
sequence of elements in this flow, while others first disassembled and recombined the route in a new setup in
accordance with their own imaginative and intuitive filters. This visual flow is also supported by short
explanations and concepts. The first strategy of urban mapping used by students in the first semester design
studio can be defined as the “photomontage strategy” and the second as the “daydreaming strategy.” The
second group of students exposed a more abstract approach, coming closer to the subjective notion of mind-
mapping strategy. For instance, some students focused on the sound variations experienced during site
excursion, such as human sounds represented as red, orange, and yellow, vehicular sounds represented as tones
of gray, and the sound of sea represented as blue. Another student focused on varying densities of people and
buildings, represented through diverse geometric shapes and colors. An interesting approach to mind-mapping
was based on a cartographic composition made of horizontal lines as modular groups, representing the
interpretation of concepts such as “field of view”, “crowd”, “light”, “width of route” and “height of route.”
Mapping as a strategy to synthesize conceptual and perceptual notions of urban space also had its challenges
for first-year design students, who were expected to discover mapping methods for the first time. In some
mapping studies, the level of abstraction remained low. Studio tutors had difficulties in activating the
imaginative and intuitive reasoning skills of students, as they were inclined to represent concrete features of
their site observations. Stage 2 also included collage works that aimed to guide students in their attempt to
transform daily experiences into an authentic frame of reference for abstraction and design. Most of the
students seem to achieve an introduction to volumetric design and working with materials in design. Yet, the
problems in this stage were low levels of abstraction and emphasis on creating aesthetic compositions. Besides,
successful collage works were sensitive to composition design principles (proportions, equilibrium, continuity,
contrast, etc.) and tested the potentials of different materials as preparation for 3-dimensional volume design.

STAGE 3 included experimentations for the transformation of 2D mapping and collage studies to 3D
volumetric design. The main objective of this stage was to inquire volumetric representation of urban
abstractions in X-Y-Z dimensions by experimenting with the transfer of conceptual and abstracted knowledge
to volumetric design. As the students tried to conceptualize their bodily perceptions and sensory experiences
at Stage 2, this time, they questioned the tangible and experiential counterparts of the concepts on which they
based their mapping studies. As indicated at Figure 1, they once again discovered the circular nature of the
design process. It is revealed that the two different mapping strategies discussed above had two different
reflections in the 3-dimensional design process. For the students utilizing “daydreaming as mapping strategy”
there was a formal and compositional continuity between their mind-map collage studies and the 3-dimensional
models: a more explicit relationship between the successive stages of the design process was observed. The
figural formations in mind-map and collage studies and the principles of combining these shapes (in X and Y
dimensions) become more robust by gaining depth with the Z dimension. The students were directed to
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spatialize the 3D volume so that it could be perceived from 6 different perspectives, as was emphasized
throughout the semester in the first-year studio. The relationship between 2-dimensional mapping studies and
3-dimensional models for the students exposed to “photomontage as a mapping strategy” in stage 2, was more
implicit. Observing a formal and compositional continuity between the two stages of the design process was
harder. The mapping studies based on “photomontage” strategy exposed a composition of images and concepts
with no definite geometrical language; thus, defining the frame of references for 3-dimensional volumetric
design was a challenge for students proceeding from stage 2 to stage 3 (Figure 5). The challenge was defining
the strategies to guide this transition in terms of the integrity of the design process and to reflect the subjective
conceptual and perceptual filters for each student. For example, the student focusing on the concept of
“interface” with reference to the dualities of “interior/exterior” and “underground/above the ground”, tried to
transform this concept into a fluid space by replacing solid and permeable surface elements in X-Y-Z
dimensions in her volumetric experimentation. The mapping that was created by overturning different urban
layers, were transformed into a volumetric design in which when turned upside down, the model was based on
a similar stratification (layering) strategy. The volume designed by expressing the different sounds perceived
in the urban space with different material textures can be given as another example that follows the
“photomontage” strategy.

Stage 3 also aimed at guiding the first-semester design students to test the potentials of materials (transparency,
durability, flexibility, etc.) for representing abstracted urban references in a volumetric way. Students were
encouraged to choose materials according to their relevance for their individual design strategies and to test
different treatments for transforming the material (creating texture or voids on material surfaces, cutting,
folding, stretching, etc.). They used linear and planar elements based on principles such as repetition,
continuity, balance, contrast, and techniques such as folding, intersecting, overlapping, scaling,
addition/subtraction, which were emphasized throughout the ARCH/MIM 101 Design courses. The challenges
for stage 3 mostly derived from the difficulties in understanding that the process of transformation from
abstract to concrete and from concrete to abstract continues at every stage of the design process, and that the
3D volumetric design is more than gaining depth of a 2D design. Studio tutors underlined the importance of
experiencing a circular process in which the students should continue to achieve progress by generating,
critically evaluating, and developing alternative design solutions.

Stage 3 continued with Revisions of research and design posters and urban maps to showcase the conceptual
research outputs (based on the keywords such as urban abstraction, urban mapping, mind-mapping, flaneur,
urban experience, urban palimpsest, urban layering) as the introductory stage of the design process. Students
had made progress in terms of developing skills for re-constructing different modes of knowledge by taking
into consideration principles of composition design. Some posters can be regarded as experiments to creatively
visualize different forms of knowledge, which were designed as compositions by taking into consideration the
compositional principles in poster design. In some posters, the potential for creative visualization of different
knowledge forms needed to be more robust: the lower competence in using digital tools and their tendency not
to treat the poster as a composition design can be the underlying reasons.

STAGE 4 included revisions of 3D models through desk critiques (prototype development) with the aim of
guiding students in the iterative development of 3 dimensional representations of urban abstractions. Students
developed prototypes of their 3D volumetric design by taking desk critiques for 3 times before the final
evaluation. This helped them test the material potentials/constraints (such as durability, elasticity, permeability,
solidity, etc.) in accordance with the conceptual references of their mapping studies and their volumetric design
strategies. The final part of Stage 4 and the project process was the execution of a final jury. Final jury aimed
at encouraging students to explain the process and the outcomes of their designs and respond to questions
raised by the tutor-jurors, which would help them develop skills of self-expression, openness to criticism,
process/time management and increase their awareness about the wholeness of the design process. In the final
jury, the 2D mapping, collage studies and 3D models acted as tools for communication between the students
and tutors. Some students made presentations by explaining the transitions between the conceptual research-
site excursion-volumetric design stages of the design process; while in some presentations, it was observed
that how each design stage constituted an input to the next was not clearly understood and well-explained by
the students.
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CONCLUSION

Focusing on the structure, process, and products of an introductory design studio approach conducted at the
Department of Architecture of Ozyegin University, this study examined how the analysis and abstraction of
the tangible and intangible elements of the physical environment can be utilized as a tool for synthesizing
perception-experience-conceptualization as three essential components of design. The main questions
addressed in this study were how an inclusive introductory design studio model could be developed for
stimulating a better understanding of the balance between and a dynamic commingling of visual
reasoning/critical conceptualization and sensory experiences/bodily perceptions in the design process and the
ways experiencing physical space through walking as a performative act can contribute to achieving such a
balance and commingling in basic design education.

The study findings showed that urban abstraction and mapping strategies developed through the first-year
design students’ bodily perceptions and sensory experiences in urban context helped raise awareness of the
heterogeneous and multi-layered structure of urban space, but also of design as a generative and iterative
research process. Furthermore, students managed to transfer the findings of conceptual research and on-site
observations to the design process by revealing and reconstructing their relationships, synthesizing conceptual
and perceptual knowledge through a critical-creative-subjective filter. Thus, the studio approach opened new
perspectives for beginning design students to go beyond the abstract geometric language of composition
development, but rather to integrate experiential and conceptual knowledge to generate new knowledge as a
basis for 3D volumetric design. It is shown that urban abstraction and mapping strategies have been
instrumental in increasing students’ engagement in critical thinking and volumetric and material
experimentations in the design process.

The results of the case study analysis of a pedagogical approach for the first-year design studio through a final
project indicated two different urban abstraction and mapping strategies developed by the students-
“photomontage” and “daydreaming” strategies. This pointed to the potential of mapping for the development
of diverse critical-creative and intuitive approaches to re-construct different forms of knowledge through the
filter of each student’s subjective, conceptual, and perceptual approaches to the act of designing. It is revealed
that the students who were able to operate the transition from perceptual-experiential realms to the realm of
abstraction and conceptualization through a cyclical process managed to better utilize from urban abstraction
and mapping as a research and design strategy and achieved distinctive heuristic approaches to 2D and 3D
design learning. On the other hand, those students who had difficulties in transferring one form of knowledge
to another tended to approach 3D volumetric design as gaining the depth of a 2D design. Consequently, this
research can help discuss the contribution of mapping methodology to the development of basic design
pedagogy and of the basic design education to the transition phase to architectural design. The findings of this
study may contribute to the development of new teaching and learning strategies based on the physical
environment as a reference to abstraction to be implemented for the introductory design education, in a way to
support the abstract design approaches that are widely covered in basic design courses.

There were several limitations to this study. The current study is based on a four-week project at ARCH/MIM
101 Design studios at Department of Architecture of Ozyegin University. Although the study combines
students’ projects of three studio sections in Spring 2022 semester providing opportunities to analyze the
potential and constraints of urban abstraction and mapping strategy for introductory design education, a
longitudinal study is needed by increasing the number of participants and repeating this approach. For future
studies, it would be supported to investigate the potentials of this strategy with a larger sample size in
subsequent introductory design studios. Another issue to be raised could be examining the reflections of the
learning goals achieved in this studio on the subsequent studio levels. These will help test the pedagogical
contributions of urban abstraction and mapping strategy for the development of first year design students’
critical-creative-intuitive thinking and making skills as part of basic design education. The findings of this
study also provide a ground for further discussions on the contribution of basic design education to form a
more engaged learning process for foundation-level design students and support the transition to architectural
design. Finally, the results are relevant for and accessible by other design researchers and tutors who are
interested in analyzing and evaluating the effectiveness of teaching/learning methods applied in the basic
design studio at the introductory level of design education.
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Extended Abstract

Introduction: The study discusses the meaning of architecture as a contemporary theme in the transformation of space
perception through the art of the 2000s. It is aimed to create a concept set by evaluating the explanations of leading
theoretical figures and the works of artists who developed representations that question the meaning of space in the art of
the 2000s. This set of concepts will be instrumental in drawing a roadmap on how the art of the 2000s contributed to the
art-space relationship in subsequent architectural studies.

Purpose and scope: The works of the leading figures of 2000’s art were examined through a literature review, and it was
aimed to obtain an original concept set by evaluating them in the context of the art-space relationship. The basic research
question is stated as follows: “As a Contemporary Approach in the Transformation of the Perception of Space, What Is
the Meaning of Architecture in Art of the 2000s?” Accordingly, Banksy’s Flower Chucker, Luc Tuymans’ Within, Peter
Doig’s 100 Years Ago, Ken Currie’s Three Oncologists, Neo Rauch’s Gold, Vincent Desiderio’s Cockaigne, Zhao Bo’s
Mother 2004, Inka Essenhigh’s Shopping, Mark Alexander’s Blacker Gachet | and John Alexander’s Parade are
evaluated. All these artworks are critical in that they represent themes that worked as a pioneering force before the
contemporary art trends that emerged in the 2010s and evolved into different themes. The most influential difference
between the art of the 2000s and the art of the 2010s and 2020s stems from the fact that the thematic essences to be used
in the art of the following years are based on the interrogative works of art developed from the space-human interaction
in the first half of the 2000s.

Method: The methodology is divided into three sections. The first section is literature research which is based on the
determination of the theoretical studies about the artworks. The second section is based on the demonstrations of the
relationships between the dominant themes through “knowledge discovery in databases”. In the third section, the groups
made through the determinations are emphasized through “relative frequencies of the spatial themes”. Primarily,
keywords with spatial characteristics in the criticism texts of the selected works were determined through a literature
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review. Sentences containing these spatial keywords were sorted to form a meaningful combination and subjected to data
analysis with the help of Voyant Tools. The aim here is to list the spatial essences in the art of the 2000s under the titles
of “Anarchy, Uncanny and Escape”, “Consumption” and “Nothingness and Ceremony” and to show the connections they
have established with other themes. In this way, the spatial potentials of the bases, which are a reference to the art of the
2010s, have been determined and the bonds that will determine the spatial approach in the art of the coming years have

been made visible.

Findings and conclusion: All the artworks are evaluated in terms of their spatial and thematic features and it is seen that
the narratives are presented through essences of public space, prison, island, sea, boat, operating room, dark room,
provincial store, showcase, cave, shelter, residence, dining room, shopping mall, market, void, dark and ceremony area.
The conceptual palette associated with these spaces is nourished by the themes of war, peace, anarchy, individuality,
imprisonment, separation, loneliness, uncanny, anxiety, curiosity, desire, pleasure, lethargy, memory, boredom, consumer
culture, ambiguity, habit, conflict and revel. As a result, it is seen that all these interrogations create an eclectic image by
positioning the themes of “inside and outside”, “formal and informal”, “ordinary and extraordinary”, “dramatic and
analytical” together in the context of space. This image is fed by the plurality theme, which forms a strong basis for many
themes that will be discussed in the 2010°s art and represents the connections that will affect the spatial perception of the
coming years. Following the spatial dualities and contrasts in works of art over a certain production period can provide
many guiding data in terms of architecture. These can be evaluated through the identity of the space, the harmony-
incompatibility of the space with age, the semantic weight of the space for the users, the obligations that space imposes
and the areas of freedom which space offers, the way the space is interpreted by different user profiles or the role of the
space in changing the habits of the masses. All the evaluations are based on the conclusion addressing the spatial qualities
and forms of association in the pioneering works of art of the relevant period have a role in realizing the architectural
design.

Keywords: Perception of space, Space in art, Contemporary space, Spatial context

INTRODUCTION

Countless images surround contemporary urban people. While the distinction between artistic and non-artistic
among these images becomes blurred, works and spaces intertwine, creating an illusion and presenting various
evidences for the semantic dissolution of the age (Berger, 1972: 98). These evidences can be discussed in terms
of the way spaces are evaluated with the perspective of artworks, and they can be deconstructed in a way that
makes their contextual relations visible. Accordingly, it is necessary to examine the components that make up
the image. Explaining the relationship between the components that make up the image with the concept of
association, Pellegrino and Jeanneret (2009: 269) present various approaches to the definition and description
of space, and mention that the production of meaning developed in architectural theory can be explained by
evaluating both the approaches of modernist function-oriented and the post-modernist communication-oriented
world.

In this context, art offers essences that are useful in evaluating the spatial meaning and contextual reading
(Pellegrino & Jeanneret, 2009: 271). The art in the 2000s, on the other hand, contextualizes the transformation
of space with its powerful themes, such as the transformation of the contemporary understanding of the city,
the examinations of the urban people, the ways in which the last phase of capitalism spread through images,
the speed of popularization of individuality versus sociality, the questioning of actions, the dissolution of the
meanings assigned to urban life and the sanctity of the countryside. Particularly, the first half of the 2000’s art
includes a perspective that is positioned just before technology, autonomy, and artificial intelligence-based
predictions with spatial details that deal with semantic dissolution in the physical context, compared to the
second half prepared for the art in 2010 and later. This perspective is also important in terms of expressing the
understanding of phase before art is explained entirely through speculation, brand value, and shopping
(Stallabrass, 2020: 12). Ten artworks examined in the study were evaluated mainly by the way they interpret
the sensitivities of the age through space (Figure 1).
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Figure 1. Relations of spatial themes in the artworks and evaluations examined in the study

METHODOLOGY

The first section is literature research which is based on the determination of the theory about the artworks.
The keywords with spatial characteristics in the critical texts of the selected artworks were determined through
a literature review. The second section is based on the demonstrations of the relationships between the spatial
themes through “knowledge discovery in databases”. Sentences containing these spatial keywords were sorted
to form a meaningful whole and subjected to data analysis with the help of Voyant Tools. In the third section,
the groups are emphasized through “relative frequencies of the spatial themes”. The aim here is to list the
spatial essences in the art of the 2000s under the titles of “Anarchy, Uncanny and Escape”, “Consumption”
and “Nothingness and Ceremony” and to show the connections they have established with other themes. In
this approach, the spatial potentials of the bases, which are a reference to the art of the 2010s, have been
determined and the bonds that will determine the spatial approach in the art of the coming years have been
made visible.

FINDINGS
Anarchy, Uncanny and Escape in Space

Banksy, Tuymans and Doig stand out with their artwork on the themes of anarchy, the uncanny and escape.
Scardamaglia (2022: 418) touches on the importance of the brand value created by Banksy, who spent his
entire career staying away from visible properties. Giving a new meaning to the space, Banksy uses an anarchy
aesthetic that makes the audience rethink the value of the street and art. Banksy used blank walls to reflect his
stance that brings to light speculative issues in public spaces. Many themes such as obsolescence,
abandonment, the disintegration of the idea of peace, anxiety, loss of shelter, the transformation of time
perception and anarchy are the main themes of Banksy’s artworks. All can be observed in the art that he applies
with the stencil technique. Although the ruins are sometimes overlooked parts of the metropolitan fabric that
hybridizes with the different uses of glass, steel and brick, Banksy’s art assigns an anarchist context to these
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pieces, turning them into a mute forum of ideas represented by minorities and a showcase of opposition to
actions that reflect the oppressive attitude of the order (Figure 2).
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Figure 2. Relative frequencies of the spatial themes in the artworks of Banksy, Tuymans, Doig and Currie

Mentioning that “graffiti” functions as a critique of the alienated spaces of modernity, Branscome (2011: 114)
also mentions that Banksy’s works, exhibitions and prints attack the Warhol cult in many ways through a
“legal” street vandalism, while simultaneously opposing BritArt. Famous as one of the most radical artists of
the postmodern form of the language of communication on the street, Banksy finds exhibition spaces for his
works in parking lots, abandoned industrial sites and under highway overpasses or the remains of infrastructure
work. Abused streets, seemingly derelict city parts and areas where concrete texture is visible in its coldest
forms act as the backdrops that take on the role of the carrier of the postmodern movement. In this context,
graffiti works as an architectural element that offers different spatial narratives to the daily users and the
viewers in the gallery. Street art, which is an important metaphor for demonstrating destruction from the inside,
exhibits itself in Banksy’s two-dimensional drawings with many political messages. These political messages
contain a conceptual richness that allows many architectural and urban design elements such as walls, streets,
pavements and the values attributed to them to be questioned in terms of capitalism, marketing tools and
consumer culture (Ward, 2006: 920) (Figure 3).
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Figure 3. Banksy, Flower Chucker, 2000, Stencil print on brick wall, Beit Sahour, West Bank, Palestine

Zabawa-Krzypkowska and Gron (2020: 9) discuss the relationship of artistic activities in the public sphere
with architecture through the refreshing and complementary effect of murals on the urban landscape. Murals
are works of art that use the surfaces or spaces they choose as a backdrop directly as a context and sometimes
turn them into tourist attractions. By indirectly drawing attention to the exhibited and questioned space, it can
turn the surrounding buildings into symbols, add depth and richness to the character of the public flow, or turn
an inactive part of the city into an interesting focal point. Murals often take on a task associated with the
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identity of the place and often mediate it to produce a new context. Zabawa-Krzypkowska and Gron (2020: 9)
show the works of Fangor and the Warsaw Metro as examples in this context.

Another artist who examines space through contemporary dualities is Luc Tuymans. Mieves (2013: 297)
emphasizes that Tuymans examines the way he evaluates the relationship between photography/film and
painting. Mieves’ article examines the impact of photography on Tuymans’ work and indicates Benjamin’s
approach to technological reproducibility to discover the works of Tuymans, who also adopts new technology
and media in his paintings, the dualities of internal/external, private/public, real/imaginary, material/spirituall,
etc. The article also demonstrates the need for an in-depth questioning of dualities in European Modernism.
While Tuymans constructs an artistic language by questioning the fundamental contrasts that modernism
insists on and discussing their depths, he also presents compositions that allow for deep analysis of the
meanings and contexts of spaces. With the prison theme, Within also contains connotations of many spatial
dualities mentioned above, especially the inner/outer duality. Luke Tuymans, in his work Within, examines
the distorted feeling of being imprisoned by creating an uncanny silhouette behind bars. The tension created
by the interweaving of the coldest hues of green and blue is reinforced by the installation of two small cages
in front of larger iron bars. Wide and narrow intervals form composites that consist of a common grid math
but represent different meanings. While the viewer has the feeling that the narrowly spaced fences resemble
cages in which animals are closed rather than humans, they feel that the wide-spaced fences are produced for
humans (Earl, 2006: 921).

Morris and Worrall (2014: 1084) point out that from a policy perspective, a better understanding of the
relationships between architectural design and prisoner behavior is associated with many administrative
burdens such as safety, security, cost, and operation. Models developed to explore the effects of prison
architecture on violent and non-violent inmates contain many striking data revealing the psychological effects
of prisons on inmates. In this context, Tuymans multiplied the conceptual and psychological weight of the
prison metaphor by creating space within space and increased the spatial load of his work. Relatedly, Johnsen
et al., (2018: 19) reminders that life in an institution is determined by a totalitarian order, just as in prison,
reminds us that this spatial metaphor is adjacent to every day and offers illusions associated with the age lived.
The simple life described in prisons is actually a multidimensional life loaded with dreams, nightmares,
memories and delusions. The prison is a composition not only of the inmates inside, but also of aluminum food
containers, old bunk beds and chairs, old basins and jugs. Objects as well as individuals appear pale and
isolated from life. Although there is a courtyard just outside the cells, the windows facing the courtyard are
narrow and add to the gloom of the interior. While laws, rules and regulations tell what an institution can and
cannot do, the anger, frustration, pain, helplessness, despair and sadness felt by the prisoners turns into a giant,
burning silence, which determines the unique characteristic of the place (Figure 4).
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Figure 4. Luc Tuymans, Within, 2001, Oil on canvas, 223x243 c¢cm, Saatchi Gallery, London, England, Britain

The theme of imprisonment refers to a set of concepts directly related to the themes of escape and loneliness.
Peter Doig’s A 100 Years Ago stands out for the way it questions these themes. Standing in the middle of a
deserted water with a contrasting color and brightness, the female figure in the boat represents the loneliness
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of the age in a dominant language, metaphorically. While the dark sky provides an effect that heightens the
gloom of the distant island, the island, with its numbered roads and the monumental stain at the top, represents
distant dreams and belongings left behind together. The shadow of the female figure is the same color as the
boat. This strengthens the viewer's thought that the woman is not in a semantic unity with the boat in which
she sits with an uneasy body language and that the boat assigns a new meaning to the female figure. It can be
thought that the fact that the boat is flame-colored and that the figure is depicted in pale and dark tones play a
role in this thought (Bonaventura, 2006: 922).

Mentioning the importance of island symbolism in architecture, Mcgrath (2020: 81) indicates Rossi’s 1982
definition of “island as structure” which emphasizes that the links with phenomenology and history should be
considered in order to understand the use of structural elements built as part of built islands. The island is
described as an effective metaphor for welding from the past to the present and helping to ensure the smooth
passage of time. It is an attempt to assign a temporal axis to the horizontal plane of space. In this context, the
islands are also referred to as paradise with the most optimistic view. As an urban structure, the island is also
a powerful formation that depicts the tension between the cities’ cosmopolitan structure and the individuals’
loneliness. Carpi (2020: 225), on the other hand, deals with the connotations of this spatial metaphor in the
context of law and literature, mentioning that the concept of the island represents separations and corruption
in the context of the law. The island means a new and destructive geopolitical space. According to Carpi, the
new legal space created on the island is not a discredited form of natural space but a temporary, artificial
organization that preserves cultural memory. In this view, those who reach an island are actually described as
survivors of a physical, spiritual, or cultural wreck. This context can also examine a break from civilization
with its legal system, the deterioration of a known system, or a physical, moral, political, or social disaster.
The creation of an island is an invitation to re-examine old relations in the legal and political context (Figure
5).

Figure 5. Peter Doig, A 100 Years Ago, 2001, Qil on canvas, 229x358.5 cm, Victoria Miro Gallery, London, England,
Britain

Considering the prominent themes in the previous three paintings, it can be said that the themes of anarchy,
imprisonment, loneliness and escape open up space for the representations of anxiety, which are positioned as
their successors. Traces of all of these themes can be captured in Currie’s painting The Three Oncologists. In
the artwork, three oncology specialists head towards a dark space behind dark curtains with their facial
expressions and trembling silhouettes that reflect anxiety and cautiousness together. The tension created by
being disturbed and being accountable for the problem they are dealing with can be read from the faces and
body language of the figures. The dark space framed by dark curtains stands out as a metaphor loaded with
many negative connotations, referring to the magnitude of the problem and the polysemy of time (Honigman,
2006: 925). Emery (2005: 61) mentions that while Currie uses doctors and the dark background to reflect his
philosophy of art and beliefs in his painting Three Oncologists, this work contains a feeling of uncanny and
insecurity that differs from traditional doctor representations. Relatedly, while explaining the relationship
between surgery and architecture, Adams (2018: 261) emphasizes the prevalence among medical historians of
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the belief that architecture is one of the necessary criteria for medical progress, and reminds Sullivan’s iconic
statement about form following function. Recalling the Victorian surgical amphitheater, surgical suites, and
pseudo-operating rooms of the post-war era, the concern to relate to the street refers to the way contemporary
operating theaters are placed at the center of hospital complexes and invisible from the outside, in contrast to
past details such as skylights, sometimes rounded, exaggerated ventilation solutions. This raises questions of
a duality that fits with the situation in Currie’s painting. Doctors struggle with countless dangerous ideas while
completing their work in the darkness of a psychological realm disconnected from the world in the operating
room, which is perceived as their autonomous space. Ibrahim et al. (2017: 34) also point out the importance of
evidence-based operating room design, emphasizing that operating rooms work like a closed box. Few
operating theaters’ actions are known, officially recorded, and tracked. In this context, darkness seems to be
an appropriate use to describe a space where ideas and actions become invisible by intertwining (Figure 6).

Figure 6. Ken Currie, Three Oncologists, 2002, Oil on canvas, 195.6x243.8 cm, National Scottish Portrait Gallery,
Edinburgh, Scotland, Britain

“Space within Space” Based on Consumption

Spatial outputs on consumption habits, one of the most important themes of 2000s art, can be seen in the works
of Rauch, Desiderio, Bo and Essenhigh. Eisman (2012: 233) mentions that Rauch is particularly known for his
approach to navigating the boundary gap between figuration and abstraction, combining recognizable images
with solid-colored spaces, in addition to his alienated people in eerie landscapes. Critics often describe these
works as “Kafkaesque” and “nightmarish”. The productions are filled with visual references to socialist
realism, dada, pop, comics, and 1950s advertisements (Figure 7).

Figure 7. Relative frequencies of the spatial themes in the artworks of Rauch, Desiderio, Bo and Essenhigh

Rauch’s painting reflects the combination of feelings created by a showcase in the country life surrounded by
boring everyday elements, while the province watches this effect with its unique atmosphere in golden tones.
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As one of the main metaphors of capitalism, the showcase offers a representation area that triggers pleasure
and entertainment motives in users. In Rauch’s painting, mask-like objects in the form of a human face are in
the showcase. While the paint on the glass refers to the internalization of hasty and careless marketing logic,
the red spots create the illusion of black humor that the objects may be real human heads (Grant, 2006: 927).
Akhimien and Isiwele (2017: 10) mention that not every change in rural can be read as a sign of development.
The emphasis that the built environment determines the character of the rural area, as well as the community
members, is also important in this context. The relationships that people establish with each other, as well as
the relationships they establish with places, play a decisive role in the character of the rural area. Pop and
Viorel (2010: 19) also mention that local rural heritage represents an aggregate of all local architectural and
landscape elements that form a common denominator for both traditional buildings and a particular rural
landscape and contains the footprint of residents. The locals try to survive in a society that tries to impose
contemporary values and techniques (Figure 8).
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Figure 8. Neo Rauch, Gold, 2003, Oil on canvas, 250x210 cm, David Zwirner Gallery, New York, USA

Desiderio’s 2003 work, Land of Dreams, on the other hand, exhibits a messy, dirty and lived-in room with
books, a table and dinnerware, with a composition it presents against the traditional use of space. The reactions
and strategies of the last form of capitalism, aimed at satisfying all the senses as quickly and impulsively as
possible, are visible in the picture. In such a place, meals were interrupted and all the books were thrown one
after the other after a rough scan. Insatiability and anxiety, two of the main diseases of the age, were treated
with an intense feeling of boredom. Books stand out not with their theoretical weight, but with the abundance
of their visuals. This strengthens the viewer’s perception that the person or people who read the books represent
shy, speed and entertainment-oriented characters who do not like to read much (Lerner, 2006: 930). Desiderio
(2008: 2) makes his explanations in the context of innovative art through Manet, Delacroix, Duchamp and
Marx, who has explanations about the fetishization of commodities. Pointing out that Duchamp’s adoption of
aesthetics that can only be determined socially, creates an important context for the art of desire and the spaces
of desire, Desiderio mentions that the struggle of the rising bourgeois sensibility is no longer as important as
it used to be for art and the spatiality it spawned. Pallares (2020: 310), on the other hand, emphasizes a
collective understanding defined through the blurriness of the alien environment, recalling Bruegel’s 1559
fragments of composition full of animals, objects, evil and stupidity. The everyday built environment is filled
with passers-by, workers, shoppers, artists, traders, dreamers and the homeless. Upton (2002: 707) mentions
that the daily space is not as successful as it is thought to define and determine the objects used by it. Everyday
life is actually full of innumerable uncertainties and is far from the desire of architecture to describe.
Combining life and landscape, commodification and social stratification are two-pronged consumption
paradigms that trigger each other. While man supports a resilient spatiality, he is also bored with it and desires
the new (Figure 9).
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USA

One of the most powerful descriptors of the morbid desire for the new is Zhao Bo. Bo’s 2004 painting is
illustrated with a background featuring the most popular figures of capitalism. The mother and her children,
who are depicted with dissatisfied expressions, are represented by the popular neon colors of the age, and are
shown as one of the elements of the consumer society. Logos, writings and clothes reinforce the intertwining
with the language of the age. While the space described in the background represents the chaotic composition
of many elements, it also reflects the consumption and speed-oriented cultural transformation of the post-
2000s. This desire for consumption is constructed and transformed with a speed and transience that triggers
selfishness, haste, thoughtlessness and dissatisfaction among family members. Billboards are powerful
elements that reflect the fluid consumption traffic of the age as the most practical and dominant tools for
corporate identities to infiltrate the daily life and intellectual world of individuals (Machida, 2006: 934).

Chase (1991: 211) mentions that consumption is the most important output of social and economic organizing
power. Architecture is defined as a discipline that responds directly to agreements and regulations related to
consumerism and realizes this through symbolism rather than abstraction. Although architecture is not
essentially a marketing-based mission, architectural production has also changed form, through the appeal of
advertising and symbolizing a ready supply, playing a role in the process of influencing new requirements by
the disproportionate demand of the public for goods and services. Sklair (2017: 225) has worked on the
discovery of theoretical and tangible connections between iconicity and consumption habits in the field of
contemporary architecture and urban design. The belief that happiness will increase as consumption and
property habits are developed, and in this context, the values attributed to consumption-related sectors are
problematic in many respects. The visibility of the fact that capitalist globalization and consumption habits are
unsustainable in the long run due to ecological pressure is decreasing. These relationships are explained
through the knowledge that the circulation rate is much slower in places such as libraries and cemeteries
compared to the circulation flow in the places where money is spent the most (Sklair, 2017: 225) (Figure 10).

Figure 10. Zhao Bo, Mother 204, 2004, Oil on canvas, 100x120 cm, China Gallery of Modern Art, London, England,
Britain
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Contrary to Bo’s approach, Essenhigh evaluates the shopping theme through a futuristic space. The perception
that the space offers a slice of the future is reinforced with cool colors and minimalist interior architecture. The
floor is represented in a jointless form that is easy to clean. The figures shop with their “plastic-surgery” faces
that resemble each other and their clothes, which are by-products of the same fashion trend. Their dissatisfied,
indecisive expressions reflect the data-bombarded minds of the age. The sales units, designed in a minimalist
form, contain a limited number of products, unlike in the past. The color tones on the walls depict an old,
rotten, rusted, stinking space. The space, which appears to be free of the means of color and entertainment, is,
in turn, surrounded by segmented units for the completion of the sales transaction as quickly as possible. Long
lines, represented by elliptical forms, refer to Fordist production methods (Honigman, 2006: 925) (Figure 11).

Figure 11. Inka Essenhigh, Shopping, 2005, Oil on linen, 178 x 193 cm, Saatchi Gallery, London, England, Britain

Lovelace (2001: 113) cites Esssenhigh’s success in creating his own visual universe and even “his own genre”.
Cyborgs, small humanoid shapes, the feeling of thick enamel that covers the canvases, the pieces that shine as
if they were polished and the technological feeling are all parts of Essenhigh’s distinctive artistic language.
Bold, avant-garde and occasionally minimalist backgrounds balance the ability to be exotic with mundane
details. Resembling atmospheric fabric waves, these pieces are deep enough to express a technologically
advanced decay in addition to a limited representation of the future. Alvesson (2013: 47) reminds that few
people focus on the real meaning of consumption, apart from green activists who are portrayed as enemies of
development. He mentions that in such an age, fashion and brands are built with a speed and variability that is
aimed at temporarily providing consumer satisfaction. In an age where the concept of need is deceptive, and
all non-essential needs other than food, water, oxygen, and sensory stimulation are reflected as necessary, it
produces its spaces with this understanding. Relatedly, Baudrilliard (1998: 25) speaks of a kind of fantastic
abundance of consumption that appears with the proliferation of objects. In this abundance of services and
goods, the ecological orientations of the human species also mutate, resulting in a way of life that lives at the
speed of things and forgets its own natural rhythm and falls into a new fluidity.

Dissolving Spatial Meaning: Nothingness and Ceremony

The meanings assigned to the space through themes can be examined through both the world framed by the
artwork and the positioning of the characters who share that world. The themes of nothingness and ceremony
are also prominent among the themes frequently observed in the art of the 2000s. The theme of individuality,
sanctified through social tensions, manifests itself in solitude, nothingness, and eclectic compositions in
ceremonies (Figure 12).
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Figure 12. Relative frequencies of the spatial themes in the artworks of Mark Alexander and John Alexander

Alexander’s The Blacker Gachet | depicts a thoughtful and tired male figure with illusions of tone and texture
on a black background in a dark frame. The painting works like a framed space, creating a sense of autonomous
space for the viewer to breathe in if entered. Although the painting represents the special and unique space of
a figure buried in uncertainties, illusions, long thinking processes, and indecisions, the emotions expressed
through the painting are easily transmitted to the viewer, and a contagious space that leaps from the frame and
spreads around is depicted. The gloomy atmosphere obtained with black color and textural illusions also bears
signs of the indistinctness of the thoughtful and tired figure. The dominant language of the age is covered with
a veil that is too dark to make the individual and the individual’s dark world covered with thoughts sufficiently

visible. The state of integration with this veil also plays a role in the fading of uniqueness and its transformation
into a gloomy fossil (Middleton, 2006: 938) (Figure 13).

Figure 13. Mark Alexander, The Blacker Gachet I, 2005, Oil on canvas, 88 x 76.5 cm, Haunch of Venison, London,
England, Britain

Lyons (2018: 11) offers important insights into how a masterfully arranged form drags the viewer into the
space of nothingness. He mentions that art is shared through the tension between different levels of
appreciation, since art is subjective and immanent, meaning is objective. The space nourished by nothingness
and the artistic context assigned to that space can be reinterpreted even though it remains “specific to the
individual”.

The ways in which nothingness is represented can also contain marked contrasts. Spaces of individual
loneliness and spaces of public loneliness also differ in this context. John Alexander highlights this contrast
with Parade. Streamers and flags, strange masks on faces, skeletons in cloaks and ballerina costumes, bruised,
sunken or painted faces, hoods and crowns, people in suits with religious motifs, banknotes flying through the
crowd, animals dressed in suits create an atmosphere of festivity and mourning. Formality and sarcasm,
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slowness and haste, shyness and assertiveness are intertwined. The perspective of the painting also reinforces
its frightening effect. Head and body figures stacked at the bottom of the rectangle reduce the effect of depth
and create a perspective perception that will tip over the viewer. This space, which is found suitable for a
parade, constructs its meaning through those on it (Mahony, 2006: 941) (Figure 14).

Figure 14. John Alexander, The Parade, 2006, Oil on canvas, 213 x 457 cm, Private collection

Driskell and Trawalter (2021: 2) mention that different purposes can be pursued in relationships with the past,
including honoring proud moments in history, as well as acknowledging and correcting shameful ones. The
responses of participants from different minorities can be clearly observed in hybrid compositions. Alexander’s
work also most easily chooses the use of public space or the responses to develop a sense of ownership and
belonging.

DISCUSSION AND CONCLUSION

Anarchy, war, peace, economy and inequalities are told with the “Flower Chucker” made by Banksy in 2000
with the stencil printing technique on a brick wall. The gigantic “Within” made by Luc Tuymans in 2001
questions the deciphering and reconsideration of the meaning assigned to the prison metaphor. In “100 Years
Ago” by Peter Doig in 2001, the themes of loneliness, island metaphor, escaping from centralism and
desolation are emphasized. With “Three Oncologists”, completed by Ken Currie in 2002, the uncanny,
insecurity, indecision and pessimism are brought to the fore. With “Gold” completed by Neo Rauch in 2003,
belongings, desire to own, curiosity and escape from the countryside are internalized. With Vincent Desiderio’s
2003 work “Cockaigne”, the space of objects, use, ambition, indifference, disorganization and shyness come
to the fore in the context of space. Zhao Bo’s 2004 painting “Mother 2004” highlights capitalism, consumption
habits, the blessing of individuality and the difficulties of being a family. Inka Essenhigh’s 2005 work
“Shopping” criticizes superficiality, addiction to shopping, a new generation of wealthy housewifery and the
shopping spaces of the future. Mark Alexander’s 2005 work “The Blacker Gachet 1”, on the other hand, is
evaluated with the space of nothingness that the work hides, the loss of meaning and its multiplicity. With John
Alexander’s 2006 Parade, the representation of minorities, the semantic contrasts of ceremonies, and the
distortions of daily rituals are represented.

Considered as a whole, it is seen that the spatial themes that are the most processed in the 2000s painting are
public space, prison, island, sea, boat, operating room, dark room, provincial store, showcase, cave, shelter,
residence, dining room, shopping mall, market and space. It is seen that it is indicated through the dark and
ceremonial area. Among the themes associated with these places, the prominent ones are listed as war, peace,
anarchy, individuality, imprisonment, separation, loneliness, uncanny, anxiety, curiosity, desire, pleasure,
lethargy, memory, shyness, consumer culture, ambiguity, habit, conflict and revel. Contemporary ways of
seeing which Berger (1972: 98) defines through the art image becoming a part of advertising tools, are in line
with the thematic emphasis of Pellegrino and Jeanneret (2009: 271) on the hybrid period after modernism and
postmodernism. The art of the age conveys the space of the age and the loss of the meaning of that space to
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the audience through the lower branches of the upper themes such as memory, freedom, anxiety and asylum
(Figure 15).
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Figure 15. Relative frequencies of the spatial themes in the artworks of Banksy, Tuymans, Doig, Currie, Rauch,
Desiderio, Bo, Essenhigh, Alexander and Alexander

The audience who is pushed to question the themes of war, peace, and anarchy in the public sphere can think
about the contemporary reflections of individuality, imprisonment, and confinement through the intertwining
of the prison metaphor and encounter the weight of coping with the feelings of indecision and autonomy caused
by loneliness through singular and static images such as island-sea-boat. Warm neighborhoods that do not
seem as cold and uncanny as dark rooms and operating theaters can turn into more restless and sometimes
tragic areas with the visibility of contemporary marketing tools. While the concept of the room, as a metaphor
for escaping the mental and spiritual burdens brought by age, maintains its popularity, shopping malls and
supermarkets are positioned against it with the promise of responding to the diseases of boredom and
inadequacy. While all these interrogations lead to the questioning of the urge to imprison individuals, works
and spaces in nothingness, everyday identities and immanent characters collide, creating strange compositions
in public associations. It creates an eclectic image by being positioned together with interior and exterior,
formal and informal, ordinary and extraordinary, dramatic and analytical, in this world where dualities fed by
contrasts are dissolved.

This image is fed by the theme of plurality, which forms a strong basis for the many themes that will be
discussed in the 2010s painting and reminds of the timeless essences that mediate the transformation of the
perception of space (Figure 16). Following the spatial dualities and contrasts in works of art over a certain
production period can provide many guiding data in terms of architecture. These can be evaluated through the
identity of the space, the harmony-incompatibility of the space with age, the semantic weight of the space for
the users, the obligations that space imposes and the areas of freedom which space offers, the way the space is
interpreted by different user profiles or the role of the space in changing the habits of the masses. All the
evaluations are based on the conclusion addressing the spatial qualities and forms of association in the
pioneering works of art of the relevant period have a role in realizing the architectural design.

i

public space * prison * island * sea * rowboat * operating room * darkroom * rural * shop
war * peace * anarchy * individuality * confinement * separation * loneliness * uncanny * anxiety * curiosity * desire
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cave * sanctuary * dining room * shopping mall * market * space * darkness * parade * ground
pleasure * lethargy * memory * boredom * consumer culture * ambiguity * habit * conflict * revel

Figure 16. Spatial themes and related keywords in art of the 2000s
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Abstract

The necessity of the space to respond correctly to the user's wishes and needs is an
unchanging phenomenon. Today, especially with the pandemic, differences in housing
meaning are sought. With this current problem, minimal living spaces have been
determined as the design studio subject of Ostim Technical University 2022-2023 Fall
Semester. In this study, in the context of the suggestions developed by the students, the
main motivation is to examine the meaning of the project designs and the residence; at
the same time, it is aimed to discuss this studio experience. Within the scope of this study,
the method, process, and end products of the studio are discussed. In this study, the
changing meaning of the house and minimal living spaces were questioned by using the
“document review” method, one of the qualitative research methods. The information
obtained was analyzed by evaluating the results of the studio course. With this study, in
which studio products with different user types and different functions are examined, it
is concluded that the design of living spaces in small houses is very important for healthier
solutions in comfort conditions, and it has been a very developing experience for the
studio participants and executives.

Keywords: Architectural design, Design studio, Minimal living spaces, Housing, Design
process

studio experience. IDA: International
Design and Art Journal, 5(1), 73-86.

Extended Abstract

Introduction: Design is a complex process, and designers manage this process by using their knowledge, experience,
spatial imagination, and creativity. In this context, while analyzing certain parameters such as environmental design,
analysis of the structure and its environment, user requirements, and function analysis, on the other hand, concept
development proposals related to design are made. Architectural education uses its own unique approaches by combining
design-oriented and studio-oriented methods with the aspects of different disciplines and arts that contribute to creativity.
The environments where design alternatives are tried, design methods, and teachings are discussed and discussed most in
architectural schools are design studios, which form the focal point of architectural education (Gokmen & Ster, 2003:
18-20). Although architecture schools have different visions and structures, design studios are almost without exception
at the center of architectural education. In these studios, the creative/professional/technical dimensions of spatial
production, as well as the social aspect, are emphasized through design problems accompanied by critical thinking. Of
course, these emphases may differ according to the priorities of the studio, educational strategies and the prominent
paradigms of the period. The relative element that highlights the “project subject that will protect the design problem” to
be given to architecture students by eliminating other subjects is actually the capacity of the subject to overlap with a
connotation that studio managers want to emphasize (Basa, 2010: 221). Architectural design studio education is a learner-
centered, process-based system that gives the responsibility of learning to the individual (Oxman, 1990: 18; Christiaans
& Andel, 1993: 59-60). In this study, Ostim Technical University 2022-2023 fall semester Design Studio 2 course process
is examined. With the questioning and transformation of the meaning of the house, which is a current topic, minimal
living spaces have been determined as the studio theme. The house is inspired by its environment and the culture around
it, both formally and spatially. For this reason, it is not only a physical structure but also a place that should respond to
different needs and requests (Rapoport, 1969: 28). With the pandemic, it is predicted that the residence will turn into a
function such as the use of home-office with the long periods spent in the residence and the transfer of business life to the
housing.
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Purpose and scope: In this study, it is aimed to examine the effect of the structural approach, which was taken into
consideration from the beginning of the design process, on the design by questioning the tiny house or minimal living
spaces structures that emerged with today’s minimalist and free lifestyle approach in the context of the meaning of the
house transformed after the pandemic. In addition, this study aims to raise the awareness that the design of living spaces
in small houses will affect the comfort conditions of people and to offer solutions for people to live in healthier
environments within comfort conditions. The scope of the study is the project proposals studied in the Ostim Technical
University 2022-2023 fall semester design studio.

Method: Within the scope of this study, the method, process, and end products of the studio, where different parameters,
which create the design, such as structure, requirement program, and user profile, are experienced, are discussed. In this
study, the changing meaning of the house and minimal living spaces were questioned by using the “document review”
method, one of the qualitative research methods. In the design studio of the first semester of the second year, which
constitutes the scope of the study, a design problem-oriented educational approach based on the students’ understanding
of the intricate relationship between public and private space. They scrutinized, analyzed and proposed different home-
office structures through education. After analyzing the coastline of the designated area, Datca, the participants were
expected to develop their own program proposals, concepts, considering the design context, and to seek answers to the
minimal living structure problem with mixed-function proposals that are both housing and office. The first stage of the
process was carried out entirely with individual critics, and in the second stage, the jury and individual criticism methods
were applied together. The result products are discussed by evaluating the information obtained in this study with
qualitative research methods.

Findings and conclusion: The educational process, which is focused on research and learning in the process by exploring,
has allowed creativity and diversity in design approaches and has been a highly developing experience for the executives
as well as the studio participants. In the studies carried out within the scope of the project course, completely different
user types were described, different occupational groups were selected, different functions were solved, but the same
needs were met. The houses are designed together with the cultural and environmental characteristics of the regions where
the people living in them live. These data can be classified as natural and cultural data. Small square meters of houses are
on the way to become lively and important parts of contemporary architectural production and daily life. Solving the
housing structure, which is transformed by including working spaces in small square meters, also requires questioning on
design. In addition, the inclusion of the structural approach in the design process makes a serious contribution to creativity
in design. It is supported by the study that the structural model, which allows the design thought formed in mind to become
visible in the third dimension with the experience of “learning by doing”, is beneficial in making the information about
construction systems more permanent and more understandable in design education.

Keywords: Architectural design, Design studio, Minimal living spaces, Housing, Design process

INTRODUCTION

Design is a complex process, and designers manage this process by using their knowledge, experience, spatial
imagination, and creativity. In this context, while analyzing certain parameters such as environmental design,
analysis of the structure and its environment, user requirements, and function analysis, on the other hand,
concept development proposals related to design are made (Adigiizel & Ozbek, 2012: 2). Architectural
education uses its unique approaches by combining design-oriented and studio-oriented methods with the
aspects of different disciplines and arts that contribute to creativity. Design studios are the environments where
design alternatives are tried, and design methods and teachings are discussed most in architectural schools,
which form the focal point of architectural education (Gokmen & Sier, 2003: 18-20). Although architecture
schools have different visions and structures, design studios are almost without exception at the center of
architectural education. In these studios, the creative/professional/technical dimensions of spatial production,
as well as the social aspect, are emphasized through design problems accompanied by critical thinking. Of
course, these emphases may differ according to the priorities of the studio, educational strategies and the
prominent paradigms of the period. The relative element that highlights the “project subject that will protect
the design problem” to be given to architecture students by eliminating other subjects is actually the capacity
of the subject to overlap with a connotation that studio managers want to emphasize (Basa, 2010: 221). What
actually happens in the design studio is that the student develops a solution with investigating, identifying, or
even understanding the problem to be solved (Salama, 2021).
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The architectural design studio is the main application area of architectural education and is at the center of
architectural education with its holistic structure that combines courses such as basic design, technical drawing,
and plastic arts. The project studio is at the heart of the training program in design-based disciplines. Each
student understands and makes sense of the studio process, including input and information. In addition, the
approach and method of the studio executive academician and the perspective of the institution are also
effective in different perceptions and interpretations. However, it is possible to identify some basic features of
design studios (Adigiizel & Incirlioglu, 2010: 4-6). Uluoglu (1990), in her study on architectural design studios,
determined these features as follows:

The design studio is an indispensable part of architectural education.

Design is learned by design, no matter whom it is learned from.

One-on-one interviews and critical giving are a form of education in the design studio.

Since the knowledge of how to design is learned from the executive, the executive assumes the main
role (Uluoglu, 1990: 17-18).

In the architectural design studio, the student is expected to embody their intellectual activity, which can be
expressed abstractly, by externalizing it with visual expression techniques and conveying it with representative
expression languages (Purcell & Gero, 1998: 389-390). In this context, instead of externalizing and presenting
the information directly to the student, it is made available to the student actively through design experiments.
Thus, the individual gains the ability to transform concrete and singular situations into abstract and general
situations. The aim is not to store the information by perceiving only at the sensory level, but to pass it through
the cognitive filter of the individual and cause a change in his thinking and behavior. Design education aims
to target the production of new knowledge and to trigger the creative process with the re-presentation of
knowledge in mind (Ayyildiz Potur & Barkul, 2010: 739). For this purpose, the key concept of the design
studio is communication (Ward, 1990: 10-16; Heylighen et al., 1999: 211-235; Demirbas & Demirkan, 2003:
437-456). An architectural design studio is an environment where people such as project coordinators, students,
guest jury members invited to the studio and speakers communicate with each other. By providing social
interaction between all these people in the studio, thoughts are freely expressed and shared (Coyne et al., 1994:
121). Therefore, the studio is an environment where students learn from each other, as well as from the critics
of the studio executive and guest judges and speakers, if any, where they experience the process of thinking
and designing.

Architectural design studio education is a learner-centered, process-based system that gives the responsibility
of learning to the individual (Oxman, 1990: 18; Christiaans & Andel, 1993: 59-60). As part of the course,
considering that there is a diverse mix of students who need to look at the entirety of the design problem, its
objectives and possible outcomes, collaborative studio learning offers multiple perspectives on the problem at
hand which are more easily introduced the given design exercise (Qureshi, 2019). This study examines the
Ostim Technical University 2022-2023 fall semester Design Studio 2 course process. With the questioning
and transformation of the meaning of the house, which is a current topic, minimal living spaces have been
determined as the studio theme. In this course, besides the training for the development of basic knowledge
and skills of spatial design, studies were carried out on the concept determined in order to create an identity in
spaces, reveal their own architectural style and find solutions to design problems. In this context, students were
expected to be able to look at the design problem from different angles, analyze it in different ways, and
question it in multiple ways during the studio process. As a result, the diversity and diversity of the design
approach in the studio structure enabled the experience of a process that nurtures creativity. It is understood
that studio education, which has years of meeting with design and loves the job of design, should be designed
with a creative focus in a way that will include diversity, provide critical thinking, and allow the student to
overcome their limits by discovering.

THINKING THE TRANSFORMING MEANING OF HOUSING

The house is inspired by its environment and culture, both formally and spatially. For this reason, it is not
only a physical structure but also a place that should respond to different needs and requests (Rapoport, 1969:
28). With the COVID-19 pandemic, users from all age groups have started to spend more time in the house
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than usual, and their relationship with the house and living space has strengthened, even if it is mandatory.
Although the measures in the pandemic started with “distance social life”, restrictions were imposed on social
activities to be held in common areas in the city, and full-time quarantine periods were experienced. At this
point, the function assigned to the residence has also changed, and education and business life have also been
moved to the residence. Almost all of daily life is spent in the house. Housing users have started to transform
the house by necessity and have started to produce spatial solutions according to social distance rules and these
new functions. As a necessity of this new need, architects have started to develop a new design concept for
housing (Ozdevecioglu et al., 2022: 441).

Individuals noticed the deficiencies in their houses when they spent a long time in the house, and the
importance of house design increased. In addition to the shortcomings, a new function has been added to the
residence, the offices have been moved to the residence. Even though the quarantine processes are over, it is
predicted that the process of working from home will continue and more people will work from their homes
(Megahed & Ghoneim, 2020: 61). As a result, the consequences of the pandemic and the risk of recurrence or
the possibility of new outbreaks make it necessary to study and implement a new concept in housing (Sipahi
& Yamagl, 2021: 375).

While the correct organization of the spaces in residence, such as working, eating, and sleeping, is always
important for architecture, it has been seen that the proper space organization is much more important in the
pandemic than these units are planned in the required square meters, allow more functional uses. Especially in
open plan examples such as open kitchen solutions, with the increase in the need for personal space, areas
defined with separators were needed and solutions were brought to this need by the users. The increase in the
function in the house and this process that the home-school-office life must pass in a single place has shown
that the needs and wishes of all users should be planned in the housing design. From now on, the housing
design will consider study/meeting spaces suitable for video calls, teleconferences, and youth/children’s rooms
in the classroom function where life lessons are followed. Criteria such as sound insulation and indoor air
quality, which are more sought after in buildings such as offices and schools, have become sought after in
residences that have these functions, along with the epidemic and pandemic process. It will be possible to solve
the problems that will arise by making use of smart home systems, and at the same time, transforming /
adaptable / changing flexible space solutions should be preferred for multifunctional spaces (Guney Y iksel,
2022: 96). Creating the design parameters of high comfort level, correct space organization, flexible, simple
spaces that can be transformed without requiring high cost ensures sustainability in the interior of the house
(Giiney Yiiksel & Secer Kariptag, 2019: 27-28). Sustainability is about ensuring continuity. Today, protecting
and maintaining natural resources has become necessary for people (Filiz & Hacihasanoglu, 2011: 76).
Flexibility is one of the most important parameters in terms of sustainability in space design and extends the
life of the building. It is possible to make designs suitable for different functions with flexible spaces that can
offer solutions to changing/transforming/increasing or decreasing needs, and spaces that grow or shrink can
be separated or integrated with the help of movable divider systems. Thus, designs will be made to solve new
needs emerging during the pandemic (Glney Yuksel, 2022: 91). In the light of this information, it is predicted
that the house will turn into a function such as the use of home-office, and it is thought that the spatial
transformations that occur with the change of its functional use ensure that the comfort conditions of the users
are maintained and they remain connected with the world.

METHOD

Within the scope of this study, the method, process, and end products of the studio, where different parameters
are experienced, are discussed. In this study, first of all, the changing meaning of the house and minimal living
spaces were questioned by using the “document review” method, one of the qualitative research methods. In
the design studio of the first semester of the second year, which constitutes the scope of the study, a design
problem-oriented educational approach based on the students’ understanding of the intricate relationship
between public and private space. The result products of the studio were discussed by evaluating the
information obtained in this study with the “content analysis” method, one of the qualitative research methods.
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The main purpose of this study is to share the experience of a design studio that includes the architectural
design process. In this direction, the main findings obtained in the research are revealed through the tiny houses
designed within the scope of the design studio course, which is the scope of the study. Along with this, this
study aims to examine the effect of the structural approach, which was taken into consideration from the
beginning of the design process, on the design by questioning the tiny house or minimal living spaces structures
that emerged with today’s minimalist and free lifestyle approach in the context of the meaning of the house
transformed after the pandemic. In addition, this study aims to raise awareness that the design of living spaces
in small houses will affect the comfort conditions of people and to offer solutions for people to live in healthier
environments within comfort conditions.

FINDINGS AND RESULTS: MINIMAL LIFE “STRUCTURES”

Although the meaning of the structure differs in various disciplines, it is basically the integrity formed by the
parts. In this integrity, the correct establishment of the part-whole relationship is important for the design
process. Because the right design depends on the design of the form that will provide the desired functions and
the structure that will sustain it (Giinal Ertas, 2007: 13). Structure is derived from the Latin word “stuare” and
is used to mean to build (Demirkan, 2006: 12). While Hasol (2019) defines structure as the system that will
sustain form, Torraja (1958) emphasizes that structure is directly related to the form in his book The Philosophy
of Structures (from Hasol, 2019 and Torraja, 1958, cited by Ertas & S6nmez, 2018: 110). Vitrivius (2005), in
his work titled Ten Books on Architecture states that architecture should be considered as a whole in design,
although he bases architecture on three pillars: strength, beauty and usefulness. Similarly, French architect
Eugene Emmanuele Violetle-Duc stated that architecture consists entirely of structure and is one of the main
components of architecture (Ipek, 2014: 1).

The discourses of all these researchers about the structure show how the structure impacts its relationship with
architecture and interior architecture. One of the most important features of the structure is that it creates space
(Ozcan, 2017: 107). The importance of structure in architecture and interior architecture, generally defined as
the art of creating space, begins with the education process. Because the idea that all the components and
elements that the space contains reflect the interior identity that will form the parts of the whole should be
conveyed to the students receiving vocational education (Ertag & Sonmez, 2018: 112).

The necessity of two and three-dimensional representation as a whole in the architectural education process is
at the common denominator. It is especially important in terms of conveying the structure, which is one of the
basic elements that make up the architectural structure, accurately and understandably in the education process.
Generally, while the formal and spatial approach is prioritized in the design process of architectural education,
the structural approach remains in the background (Maden, 2020: 110). This study aims to examine the effect
of the structural approach, which was taken into consideration from the beginning of the design process, on
the design by questioning the tiny house or minimal living spaces structures that emerged with today’s
minimalist and free lifestyle approach in the context of the meaning of the house transformed after the
pandemic. The Structure (Figure 1, Figure 2) is an important design element in the project. In addition, the
targeted educational/learning outcomes of this course are,

e Addressing the relationship between space, user, function and environment with its conceptual
dimensions,

e (Gaining the ability to make, present and defend original designs,

e Analyzing the existing environment to be designed, identifying its problems and developing a scenario
for its solution,

e Comprehension of activity-space, user-space, private space-public space relations,

e Gaining the ability to research the functions to be designed, to compose with materials and models, to
construct, to express with two- and three-dimensional tools.
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Figure 2. Student (Biigra Arslan) structural experiment

Since the beginning of the design studio project of Ostim Technical University Faculty of Architecture and
Design 2nd year students, the tiny house/minimal living spaces design, the relationship between structure and
structure has been constructed with a holistic perspective in the second and third dimensions. In order to make
the structure's place in the design process speakable and to question the meaning of the house, first of all, “tiny
house”/minimal living spaces, which are popular among today’s housing types, were chosen as the project
subject. In addition, the reason for choosing the tiny house building can be listed as being at the 2nd class
project level, having a small scale where the structural design can be constructed comfortably. Finally, the
basic information of the construction system has the feature of having a similar building. The culture of
consumption, which started with the Industrial Revolution, caused a break in the meaning of housing
worldwide. However, technological developments have also affected the construction system of the house
(Sungur & Aydin, 2021: 400). Considering the possibilities provided by modern technology, people-oriented
spaces that offer ease of use form the basis of the tiny house structure. The basic approach in small houses,
called tiny houses, is shaped by the philosophy of life that adopts the idea of minimalism and freedom and
foresees a social life beyond housing (Arslan, 2021: 41-42).

While it contains the lifestyles, cultural characteristics, behaviors, environmental preferences, images, time
and space relations of the individuals living in the houses, it also reflects the tendency of people to prove and
express themselves and their personality traits through design and equipment elements (Gir & Gegkin, 1996:
75-82). For this reason, completely different user types have been described in the studies conducted within
the scope of the project course, and different occupational groups have been selected.

Method and Process

The most important part of architectural education in terms of curriculum focus and time spent by students is
architectural design. It is in the design studio that students are expected to bring together knowledge from the
different disciplines to inform the development of their architectural designs (Nicol & Pilling, 2000). The
complex relation-ships among different agents and mechanisms in design studios require more than pureteam
building of formal collaboration methods. Rather, carefully planned setups with theapplications of multi-
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layered, diversified teaching strategies provide ample opportunitiesfor exemplar collaboration experiences and
creativity (Park, 2020). A problem-oriented educational approach was adopted based on understanding the
intricate relationship between public and private spaces and the architectural design activity as a whole by the
design studio students, who are in the first semester of the second year. They examined, analyzed, and proposed
different home-office structures through education. On the other hand, studio participants researched world-
class applications and shared them in the studio environment. After analyzing the coastline of Datga, which is
the designated project area, the participants develop their own program proposals (Figure 3), and concepts
(Figure 4), taking into account the needs of the context, and seek answers to the minimal living structure
problem with their mixed-function, housing and office proposals. The first stage of the process was carried out
entirely with individual critics, and in the second stage, the jury and individual criticism methods were applied
together.

Ihtiyog listesi

Figure 3. Student (Rania E1 Wartit1) concept and needs program, Student (Osman Arif Tung) concept and needs
program, Student (Asil Yaliniz) concept presentation board

YAZLIK
TINY
HOUSE

Figure 4. Student (Nessreen Elshazly) concept presentation board
A Section of Result Products

Different types of housing have recently met the need for shelter. These housing types differ according to the
needs and characteristics of the people. While designing small houses, the needs of people should be well
determined. The changes in family, work and education areas that occurred during and after the Industrial
Period also changed the needs of the residential users. After this period, spaces where individuality is at the
forefront and where single or two-person lives are formed, have emerged (Bulhaz, 2014: 18-19).

It is also necessary to consider how to transform small square meters of living spaces into ergonomic,
comfortable and productive spaces and how to solve smart living spaces that can provide their own energy.
Built-in architectural components, double-functional fixed or modular furniture, gallery living spaces are just
a few of the problems that need to be solved. The solutions that can be created to provide maximum
functionality in minimum space are almost endless.
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Design decisions

The residences designed within the scope of the project have different design parameters. Firstly, settlement
decisions on the land were considered and topographic data were analyzed. Analyzing the topographic data
well and designing houses that comply with the necessary analyzes will create an aesthetic phenomenon in
terms of architecture and ensure the emergence of houses that are in harmony with the environment. Non-
adaptive dwellings require large earthworks, many foundations and retaining walls. This house will both
require a lot of cost and will create a feeling of not belonging to its environment, as it does not adapt to the
environment. The land’s slope angles should be considered while designing the house. If a residence is
designed in an area with a high-level difference, spaces should be created at different levels. There are elevation
differences on the plot given in Datca, and second-year students were asked to consider this (Figure 5).

Figure 5. Student (Ikbal Lina Kaya) project, using the slope for settlement on the land, Student (Osman Arif Tung)
project, using the slope for settlement on the land

Another feature that should be evaluated together with the topographical situation while designing the
structures is the location and the view (Figure 6). If there is a natural view of the existing land, living and
working areas should be faced with this facade. Thus, an aesthetic result will be obtained for users.

Figure 6. Student (Bugra Mert Degerli) project, orientation toward the view

Changes in the needs and characteristics of individuals and societies in housing designs have also led to
changes in design criteria. Reasons such as the change of time and the differentiation of needs have also led to
the change in design data. Especially after the pandemic, with the transfer of working life to the residence,
special areas related to the areas of interest were created within the spaces. More flexible planned spaces have
emerged. For example, people felt the need to create a small work area in their living or sleeping areas (Figure
7). Thus, the concepts of flexibility and variability in residences have gained importance over time. In this
context, students experimented with flexible plan solutions in their projects (Figure 8, Figure 9).
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Figure 9. Student (Nessreen Elshazly) project, flexible plan solution experiment

Different design solutions came from the students who thought about the inclusion of work areas in the
housing. Different functions were solved in the design proposals received from the students who designed
living spaces for the concepts they chose and for different occupational groups (Figure 10, Figure 11, Figure
12, Figure 13, Figure 14), but answers were sought for the same functions.
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Figure 10. Student (Aysegiil Elibol) project, designed for a pianist

Figure 11. Student (Bugra Mert Degerli) project that proposes a workshop on the ground floor and a living space on the
upper floor

Figure 12. Student (Dilara Pinarbas1) project that proposes a living space on the ground floor and a observatory on the
upper floor

Figure 13. Student (ilayda Tupa), a workspace-housing comblnatlon proposal designed for a writer
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Figure 14. Student (Ensar Bekir Arslan) project, music studio-housing association proposal with flexible plan solution

Students are freed in their project proposals; only certain limits and restrictions are given. One of the
suggestions in this direction was a moving tiny house (Figure 15). The study obtained volumes at different
levels in the interior by combining the minimalist life philosophy discussed in the design phase with natural
light. The volumes at these different levels were used as spaces with different functions. With the portable
house philosophy, the project was handled with the decision to meet the user’s different needs by using a
minimum of space In order to move the house, light construction was preferred as the construction material.
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Figure 15. Student (Yazgi Cemre Tuygun), a proposal for a moving tiny house

CONCLUSION

Housing means a unified expression of communication, interaction, space, time, and meaning. On the one
hand, it reflects the characteristics of the culture or ethnic group and lifestyle, behavioral rules, environmental
preferences, time and space classification, on the other hand, it reflects the personality and privilege of the
individual with the design by carrying the identity information of the user. Today, small square meters of
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residences have become lively and important parts of contemporary architectural production and daily life.
Solving the housing structure, which is transformed with the inclusion of working spaces, in small square
meters, also requires questioning on design.

A lot of data is used when designing small houses. The houses are designed with the cultural and environmental
characteristics of the regions where the people live. These data can be classified as natural and cultural data.
When the data in housing design is considered natural and cultural, environmental factors such as climate,
topography, natural resources are considered as natural determinants. Cultural data is a person’s lifestyle,
family and tradition thought and belief, socioeconomic, and local language.

In the studies carried out within the scope of the project course, completely different user types were described,
different occupational groups were selected, different functions were solved, but the same needs were met.
There are many gains that students can achieve within the scope of the design studio. Some of them can be
said to be able to teach about designs that can offer personal choice, and to be able to design furniture where
functionality is at the forefront. In this educational experience, in which learning environments based on
teamwork, cooperation and interaction are tried to be created, and which aims to highlight the student as an
active actor, many discussions have been held in the intersection of the housing, public life and architecture.
In this course, in addition to training for the development of basic knowledge and skills of spatial design, a
project is determined for the purpose of creating a coherent design idea, establishing a form-space relationship,
creating an identity in spaces, creating its own design language. In addition, it is aimed to examine the effect
of structural knowledge and approach on design.

Including the structural approach in the design process significantly contributes to creativity in design; the
structure, which forms the basic setup of architectural and interior design, is primary in design. It is supported
by the study that the structural model, which allows the design thought formed in mind to become visible in
the third dimension with the experience of “learning by doing”, is beneficial in making the information about
construction systems more permanent. In addition, the dissemination of the idea that studio lessons should be
integrated with building lessons, such as structural knowledge in architecture / interior architecture education,
is among the results of the study. The educational process, which is focused on research and learning by
exploring, has allowed creativity and diversity in design approaches and has been a highly developing
experience for the executives and the studio participants. In addition, this study aims to raise awareness that
the design of living spaces in small houses will affect the comfort conditions of people and to offer solutions
for people to live in healthier environments within comfort conditions.
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Extended Abstract

Introduction: Education in the field of architectural design is considered the most controversial issue in the development
of the educational plan. In this regard, the important task of architectural education is to create comprehensive thinking
that allows architecture students to enter the design process. Since students are different in terms of their individual
characteristics, a major point of pedagogical mistakes is ignoring students’ abilities and inclinations (Labib et al., 2019).
In this regard, architecture students’ knowledge of “thinking processes” and “learning styles” is considered as one of the
most effective factors. Clara (2015) suggests “Reflective Thinking” as a significant concept for education and learning.
DeWitt et al. (2016) consider “Reflective Thinking” as the fundamental purpose of learning. Therefore, with the aim of
professional development and training of qualified designers, it is necessary to review and evaluate the education of the
design process based on the level of reflective thinking in the educational planning of architecture schools (Karvan, 2021).
Learning styles are proposed as another influential variable in architectural education, which refers to the differences
between people in learning methods (Faizi & Dezhpasand, 2019: 149). Considering the importance of thinking styles,
learning methods, and referring to these talents for the profession of architecture and especially for the design process, it
is necessary to understand them properly.

Purpose and scope: The present study aims to investigate the relationship between reflective thinking and learning styles
with the degree of student progress in the design process and design products. In this context, to achieve the research
objectives, it seems necessary to evaluate and answer the following questions: Is it possible to predict the design product,
including the content, method, and design evaluation of students with reflective thinking and different learning styles? Is
there any relationship between reflective thinking and students’ design products? Are there any relationships between
students’ learning styles and design products? To answer the corresponding questions, the study first determines the role
of intellectual skills, including reflective thinking, on the degree of improvement of students’ design product and then
examines the relationship between learning styles and design products. To this end, Kolb’s (1984) learning style model
and Kember’s (2008) reflective thinking patterns in student assessment, as well as the relationship between these two
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variables and the grade resulting from their design, were evaluated. Then, through the analysis and examination of the
theoretical basis and statistical results of the research, suggestions for teaching the architectural design process were
presented. In this context, Kolb’s learning style model and Kember’s reflective thinking patterns were evaluated in
assessing students and the relationship between these two variables and the grade they received for their design. Then,
through the analysis and examination of the theoretical framework and statistical results of the research, suggestions for
teaching the architectural design process were presented.

Method: The present study was conducted using the descriptive-analytical and descriptive-correlative methods. The
statistical population of this study includes 60 architecture students at Azad University of Tehran (North Branch) in Iran
(24 males & 36 females; M=21.15) and 80 architecture students at Konya Technical University in Turkey (46 males &
34 females; M=20.75). A total of 140 students (35 students from Basic Design 2 course, 35 students from Design Studio
2 course, 35 students from Design Studio 5 course, and 35 students from Design Studio 7 course) volunteered to
participate in this study. As a first step, Kember et al. (2000) reflective thinking questionnaire was used to measure
reflective thinking. The corresponding questionnaire includes 16 measures and 4 components, namely habitat, action,
understanding, reflection, and critical reflection. The habitat action component includes questions 1 through 4,
comprehension includes questions 5 through 8, reflection includes questions 9 through 11, and critical reflection includes
questions 12 through 16, formed on a five-point Likert scale (strongly agree = 1 to strongly disagree = 5). In the second
step, Kolb’s (2005) learning styles questionnaire was used to measure learning styles, which contains 12 questions, each
with 4 suggested answers. Based on this questionnaire, the suggested answers were ranked from 1 to 4 according to the
learning style. The sum of the points of these options gives four points, which represent four learning styles. Thus, the
first option in each question is the learning style of concrete experience, the second option is the learning style of reflective
observation, the third option is the learning style of abstract conceptualization, and the fourth option is the learning style
of active experimentation. From the two-by-two difference of these styles, two scores were obtained that formed four
quadrants and four learning styles named divergent, convergent, assimilator, and accommodator.

Findings and conclusion: The results showed that there is a relationship between reflective thinking and learning styles
and students’ design products. Specifically, the results of the present study showed that the predominant learning styles
of architecture students are accommodative for males and divergent for females, which can be attributed to the logical
and executive thinking of males and the emotional and detailed thinking of females in the design process. It was also
found that female architecture students use divergent and assimilative styles during their four years of study. Male
architecture students prefer the convergent style in the first two years of study and the accommodative style in the last
two years. This result not only sheds light on the distribution of learning styles in the field, but also indicates the possibility
of flexibility and changeability of learning styles among students. In this regard, it is necessary for teachers to
continuously teach different materials and content according to the needs of learners so that, taking into account their
preferred different teaching styles, their effective learning opportunities are provided. This kind of teaching benefits from
the interaction between the learner and the teacher and tries to consider learners’ individual needs, their different attitudes,
intellectual abilities, personalities and learning styles to create favorable conditions for understanding and learning. To
strengthen their motivation to learn and their academic progress.

Keywords: Reflective thinking, Learning style, Design process, Design product, Architecture student

INTRODUCTION

The design process and its education in the fields of art and architecture are considered the most controversial
issues in preparing the educational plan of schools worldwide. In other words, the root of art and architectural
education are formed based on design. In this regard, the significant assignment of architectural education is
to create exhaustive thinking that provides the ability to step into the design process for architecture students.
The architectural design course is one of the curriculums of architecture students, which is taught at different
levels, and it requires the identification of factors affecting the development of students’ design. Today, the
traditional methods of the training design process in architecture do not meet the students’ expectations. Given
that students are different in the aspect of individual characteristics such as ability, knowledge, insight, and
reflection in design processes, in most architectural design training methods, students are considered equal. In
such a situation, a significant point of educational mistakes is caused by ignoring the capabilities and
tendencies of students (Labib et al., 2019: 962). Providing an efficient program for training the design process
requires recognizing students’ differences, promoting their capabilities and creative insight. In this respect,
architecture students’ knowledge of Thinking Processes and Learning Styles is considered one of the most
effectual factors. Edward De Bono (2020) believes that design is rooted in the way of thinking named Design
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Thinking. Heidegger considers training to be difficult than learning because teaching requires the creation of
learning conditions for the learner (Babich, 2016). In line with this, Clara (2015) proposes “Reflective
Thinking” as a significant concept in training and learning. DeWitt et al. (2016) consider “Reflective Thinking”
the fundamental purpose of learning. Hence, with the aim of professional development and training of skilled
designers, it is necessary to review and evaluate the education of the design process based on the level of
reflective thinking in the educational planning of architecture schools. Reflective thinking is not only focused
on examining approaches but also involves intellectual changes and seeks to create new opportunities and
situations by solving problems. Indeed, reflective thinking refers to a mental involvement in cognitive
processes to understand conflicting factors, which is a necessary component of the learning process. This
mental engagement leads to a person actively creating insight about developing a strategy (Karvan, 2021).

Learning styles are proposed as another influential variable in architectural course training, which refers to the
differences between people in learning methods (Faizi & Dezhpasand, 2019: 149). According to Sternberg
(2016), learning and thinking styles are not strategic attitudes to improve skills but help individuals to use their
talents. There are differences in the ways people understand and acquire knowledge, form ideas, think, and act
(Aljojo, 2017; Kolb & Kolb, 2005). Considering the importance of the way of thinking, learning methods, and
referring to these talents for the architecture profession and especially for the design process, it is necessary to
understand them properly. For this reason, the present study aims to investigate the relationship between
reflective thinking and learning styles with the degree of student progress in the design process and design
products. In this context, to achieve the goals of the research, it seems necessary to evaluate and answer the
following questions:

1. Isitpossible to predict the design product, including the content, method, and design evaluation of the
students with reflective thinking and various learning styles?

2. Isthere a relationship between reflective thinking and students’ design products?

3. Are there connections between students’ learning styles and design products?

To answer the relevant questions, the study firstly determines the role of intellectual ability, including reflective
thinking, on the degree of improvement of the student’s design product, and then the relationship between
learning style and design product is examined. To this end, Kolb’s learning style model (1984) and Kember’s
reflective thinking patterns (2008) in assessment students and the relationship of these two variables with the
grade obtained from their design have been evaluated. Then, suggestions for teaching the architectural design
process have been presented by analyzing and examining the research’s theoretical foundations and statistical
findings. In this regard, Kolb’s learning style model and Kember’s reflective thinking patterns in assessment
students and the relationship of these two variables with the grade obtained from their design have been
evaluated. Then, by analyzing and examining the theoretical framework and statistical findings of the research,
suggestions have been presented for teaching the architectural design process.

CONCEPTUAL FRAMEWORK
Design Process

Design is an effort to create solutions before implementation. Designers’ ideas are the result of a process that
has come from the combination of sciences. In the book Design in Mind, Lawson (1994) explains design as
creating new things and innovative activities. In most cases, design is considered an analytical process in which
potential design solutions, identified in the recognition phase, are devised (Lang, 2004: 64). Designing requires
a complex mental process of the ability to obtain many types of information, combine them into a coherent set
of ideas, and create a realized form of those ideas (Lawson, 2006: 17). Indeed, the architectural design process
is a crucial aspect of the field of architecture, and learning this process is essential for aspiring architects. The
process involves a series of steps that guide architects in creating functional, aesthetically pleasing, and
sustainable buildings. To learn the architectural design process, students must first understand design
principles and learn how to effectively communicate their ideas. They must also develop critical thinking and
problem-solving skills in order to navigate complex design challenges. The design process could be examined
in this regard from two perspectives of reflective thinking and learning methods.
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Reflective thinking

Thinking is a cognitive process that leads to behavior or attempts to find a solution to a problem. In other
words, thinking is a process by which we bring our information to a new result (Karvan, 2021: 26). Indeed,
thinking organizes past learning to use it in the current situation (Solso, 2006: 521). In such a process, thinking
attempts to evaluate and reason about problems by reviewing and organizing mental content (Pakzad &
Bozorg, 2012). The ability to think critically, as well as the ability to recognize intellectual data, can promote
a person’s success and progress in various areas of learning and education (Lin, 2001: 27). One of the
educational goals in dealing with architecture students is to pay attention to teaching them creative thinking
and idea generation. This means that they should be taught to change their already-formed mental patterns.
This trait makes people change the mental patterns formed based on their specific subject under appropriate
conditions. The enhancement of thinking skills and their proper application led to success and progress. This
usefulness and success are the result of thinking that brings about the training of professional specialists and
designers (De Bono, 2020).

The designer’s intellectual background and thinking capacity during the design process is one of the issues
under the influence of cognitive psychology. The designer’s way of thinking and approach play a direct role
in the thinking process, i.e. the process from question to answer, the result of which is reflected in the design
product. The results of recent studies from the perspective of cognitive psychology under the influence of
human behavior and perceptual process show the need to pay attention to the thinking process in the field of
architectural design education (Karvan, 2021: 27). Designers often unconsciously use strategies on design and
idea generation. Such strategies, independently or in combination, help develop design concepts and ideas
during the design process. Kember et al. (2000) generally classified design thinking strategies and introduced
reflective thinking into four groups. In this classification, the four levels of reflective thinking include habitual
action, understanding, reflection and critical reflection. The levels of habitual action and understanding are
classified as non-reflective behaviors. The levels of reflection and critical reflection are classified as reflective
behaviors. Habitual action is considered the lowest level. At this level, learners have already learned and
performed the actions so often that they perform them automatically and without further reflection. Students
have perceived the concept at the level of understanding, but they cannot reflect on its role in various personal
and practical situations. At the reflection level, people measure and evaluate their learning experiences to
improve them in the future, and to this end they consider different solutions and possibilities. At the highest
level, critical reflection, learners criticize the accepted assumptions and propose an innovative solution.
Kamarudin et al. (2016) believe that the characteristics of reflective thinking are possible through exploration,
experimentation, manipulation, changing ideas, and applying reflective thinking. Reflective people make
fewer mistakes, are more critical, and learn more in their jobs (Lindh & Thorgren, 2016).

Learning styles

One of the variables that can influence students’ abilities is the teachers’ teaching methods. Teachers must use
active teaching methods and employ skills that improve the quality of their work (Hosseini et al. 2021: 46).
They should create a suitable framework for students’ learning through an ideal combination and organization
of different teaching methods, make them available to students, and provide a way to achieve students’ goals
and develop their competencies (Zolfagharian et al., 2018; Diaz et al., 2010). In this regard, the architectural
design process includes techniques that identify solutions to the design problem. Information processing and
decision-making are very important in the concept generation phase, where different ideas are produced and
evaluated. Researchers have found that the design learning process is an internal process and that each person
in each learning environment prefers a particular method for receiving information. This personal preference
is called learning style (Bastani & Mahmoodi, 2019:75). Various models of learning styles are used in the
design process pedagogy. The best known are the style of Katherine Myers and Isabel Briggs, the style of
David Kolb, the style of Felder and Soloman, and the style of Ned Herrmann. Of all the learning style
recommendations mentioned, the style proposed by Kolb is the most widely accepted among researchers and
his theories of academic learning are highly regarded. This theory is one of the most important and influential
studies in the field of learning and education. Kolb has conducted extensive research in the areas of experiential
learning, social and individual change, and vocational education. Although this theory was developed primarily
for use in adult education, it has led to extensive pedagogical applications in higher education (Faizi &
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Dezhpasand, 2019: 156). Kolb defines learning as a process in which knowledge is acquired through the
transformation of personal experience. The basis of this definition is rooted in individual differences. In Kolb’s
view, the teacher is only a guide and facilitator of learning (Farzian, & Karbasi, 2014: 97; Kolb, 1984).
According to Kolb, experiential learning takes place when the learner experiments in his environment.
Therefore, this method seems to be appropriate for learning practical knowledge, including architecture. This
means that architecture students need to experiment a lot to reach a final idea. This kind of learning can be
effective (Karvan, 2021: 28).

According to Kolb’s (2005) theory, there are two basic phases of learning: first, the acquisition of new
information and experience, referred to as “concrete experience” and “reflective observation”; second,
information processing, referred to as “abstract conceptualization” and “active experimentation”. In concrete
experience, the person learns to communicate with people, understand emotions, and rely more on inner
feelings and experiences. In reflective observation, the person perceives situations differently, relies on
objectivity and judgment, and constantly refers to thoughts and theories. In abstract conceptualization, the
person begins logical analysis. In this phase, a principled and regular design and rational understanding of
situations takes place. In the active experimentation phase, learning takes a more active role and causes a
change in position and influence. Also, the person has a genuine interest and an active approach to the problem.
Thus, for effective learning, these four steps must be completed. The following model refers to Kolb’s
experimental learning steps. This model represents a four-step process. The first part shows concrete
experience, where the learner first performs the action; the second part refers to reflective observation, where
the learner thinks about that action; the third part refers to abstract conceptualization, where the learner makes
a hypothesis; the fourth part is active experimentation, where the learner finally tests the hypothesis.
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Figure 1. Kolb’s experimental learning steps

By combining Kolb’s experimental learning steps, the following four learning styles were proposed:

Divergent learning style results from concrete experience and reflective observation. This learning style causes
individuals to evaluate situations objectively from different perspectives. Because these individuals can
generate different ideas, their style is considered divergent. Their approach to situations is observational rather
than action. In general, people with a divergent style have great imagination, prefer teamwork, and listen to
different points of view in formal learning situations. Therefore, the group training method contributes to better
learning in divergent people. These characteristics are useful for success in artistic and recreational activities.

Convergent learning style consists of two methods or two learning steps: abstract conceptualization and active
experimentation. People with this learning style find practical applications for ideas and theories efficiently.
For this reason, when faced with a problem, they try to quickly find the right solution or focus their efforts on
that one solution. On the other hand, convergent people tend to experience new ideas and laboratory work.
They are also successful in specialized work and technology.
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Assimilative learning style consists of a combination of abstract conceptualization and reflective observation.
People with this learning style can grasp and understand extensive information and put it into a concise,
accurate, and logical form. These people emphasize abstract ideas and concepts. People with an absorptive
learning style are successful in scientific and informational occupations. These people are interested in working
with others to evaluate, set goals, get things done, test theories, and complete their projects.

Accommodator learning style created that are: Concrete experiences and active experimentation result from
the combination of two learning styles. People with an accommaodative learning style learn firsthand and enjoy
implementing plans and engaging in challenging activities. These people prefer tangible things rather than
logical analysis. The reason this style is called adaptive is because people with this style are able to adapt to
new situations. People with this learning style are more successful in marketing and sales jobs than others.
These people prefer reading, lectures, exploratory models, and enough time to think about things.
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Figure 2. Conceptual model of the study

METHOD

The present study was conducted using descriptive-analytical and descriptive-correlative methods. The
statistical population of this study includes 60 architecture students at Azad College of Tehran (North Branch)
in Iran (24 males & 36 females; M=21.15) and 80 architecture students at Konya Technical University in
Turkey (46 males & 34 females; M=20.75). A total of 140 students (35 students from Basic Design 2 course,
35 students from Design Studio 2 course, 35 students from Design Studio 5 course, and 35 students from
Design Studio 7 course) volunteered to participate in this study. In a first step, Kember et al. (2000) reflective
thinking questionnaire was used to measure reflective thinking. The corresponding questionnaire includes 16
measures and 4 components related to habitat action, understanding, reflection, and critical reflection. The
habitat action component includes questions 1 to 4, understanding includes questions 5 to 8, reflection includes
questions 9 to 11, and critical reflection includes questions 12 to 16, which are recorded on a five-point Likert
scale (strongly agree= 1 to strongly disagree=5). The Cronbach reliability coefficient of Kember’s reflective
thinking questionnaire is 0.73 in different studies, and the Cronbach reliability coefficient of the habitat,
comprehension, reflection, and critical reflection components are 0.53, 0.58, 0.67, and 0.67, respectively. In
this study, the reliability of the reflective thinking questionnaire based on Cronbach’s alpha index for habitat
action is 0.69, comprehension is 0.79, reflection is 0.81, and critical reflection is 0.74.

In the second step, to measure the learning style, the Learning Styles Questionnaire by Kolb (2005) was used,
which contains 12 questions, for each of which 4 answers are suggested. Based on this questionnaire, the
suggested answers were ranked from 1 to 4 depending on the learning style (if the suggested answer completely
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corresponds to learning: 4; if the suggested answer corresponds to learning to some extent: 3; if the suggested
answer corresponds to learning a little: 2; if it corresponds very little: 1). The sum of the points of these options
gives four points, representing four learning styles. Thus, the first option in each question is the learning style
of concrete experience, the second option is the learning style of reflective observation, the third option is the
learning style of abstract conceptualization, and the fourth option is the learning style of active
experimentation. Two scores are obtained from the two-to-two difference of these styles, i.e., the difference
between the scores for abstract conceptualization and concrete experience and the difference between the
scores for active experimentation and reflective observation. These two scores are arranged on two coordinate
axes (corresponding to the negative and positive outcome scores). A vertical axis includes concrete experience
at the top of the axis and abstract conceptualization at the bottom, and a horizontal axis includes reflective
observation on the right and active experimentation on the left (see Figure 1). These two coordinate axes form
four quadrants, and four learning styles, labelled divergent, convergent, assimilative, and accommodative, are
placed in one of the quadrants. Based on previous studies, the reliability of Kolb’s learning styles questionnaire
was calculated using Cronbach’s alpha: concrete experience 0.82, reflective observation 0.73, abstract
conceptualization 0.83, active experimentation 0.87, concrete experience-abstract conceptualization 0.88, and
reflective observation-active experimentation 0.81 (Karvan, 2021: 33).

FINDINGS AND DISCUSSION
The number of students and the distribution of the corresponding frequencies are shown as follows:
Table 1. Frequency distribution by gender of students

Gender
Year Number Male Female
1 35 19 16
Freshman (54.29%) (45.71%)
2 35 20 15
Sophomore (57.14%) (42.86%)
3 35 16 19
Junior (45.71%) (54.29%)
4 35 15 20
Senior (40%) (60%)
Total 140 70 70
(50%) (50%)

Pearson’s correlation coefficient test and regression analysis were used to analyse the data. To compare the
way of understanding and processing information in male and female students, an independent t-test was also
performed. The comparison of how male and female students understand, and process information shows that
the mean scores of male students are higher than those of female students in the method of abstract
conceptualization (M=34.25) and active experimentation (M=30.48). On the other hand, the mean scores of
female students in reflective observation (M=33.65) and concrete experience (M=30.22) are higher than those
of male students.

Table 2. Comparison of learning styles among male and female students

Learning Style Gender Mean SD t Sig
Concrete Male 27.39 4.02 1.07 0.742
Experience Female 30.22 4.09
Reflective Male 29.21 4.07 1.33 0.869
Observation Female 33.65 6.67
Abstract Male 34.25 6.91 141 0.768
Conceptualization ~ Female ~ 26.33 5.68
Active Male 30.48 4.12 1.02 0.814

Experimentation Female 27.32 4.01
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The following table shows students’ preferred learning styles by year of entry into the university and by gender.
The results show that architecture students prefer the divergent (N=42), the assimilative (N=35), the
accommodative (N=33), and the convergent (N=30) styles, respectively. The convergent and accommodative
styles are preferred by men. In this context, according to Kolb’s definition of convergent and accommodative
learning styles, which are composed of abstract conceptualization and active experimentation steps, the results
show that male students approach the design process in a ratiocinate and logical manner (see Table 2; abstract
conceptualization, M=34.25). They are also more likely to be concerned with the technical and structural
aspects of the design (see Table 2; active experimentation, M=30.47). On the other hand, the data in Table 3
support such a finding and are consistent with the data in Table 2, which show high scores for convergent
(N=23) and accommodative (N=25) learning styles for all fourth-year male students. For females, the results
show that they are more likely to use divergent (N=42) and accommodative (N=35) learning styles. Using the
definition of divergent and assimilative styles, which is the combination of concrete experience and reflective
observation, it is concluded that female students are introverted, emotional (see Table 2; concrete experience,
M=30.22), theoretical, and planning (see Table 2; reflective observation, M=33.65) in their approach to the
design process. In this regard, the data presented in Table 3 support such a finding and are consistent with the
data presented in Table 2, which show a high value for divergent (N=30) and assimilative (N=27) learning
styles for all fourth-year female students.

Table 3. Distribution of students’ preferred learning style based on gender

Preferred Learning Style

Year N Divergent Assimilator Convergent  Accommodator
M F M F M F M F
1 35 4 8 4 6 3 1 2 1

Freshman 12 (34.29%) 10 (28.57%) 4 (11.43%) 3 (8.57%)

2 35 3 6 2 6 5 2 4 2
Sophomore 9 (25.71%) 8 (22.86%) 7 (20%) 6 (17.14%)
3 35 3 7 1 8 7 1 9 3
Junior 10 (28.57%) 9 (25.71%) 8 (22.86%) 12 (34.29%)
4 35 2 9 1 7 8 3 10 2
Senior 11 (31.43%) 8(22.86%) 11 (31.43%) 12 (34.29%)
Total 140 12 30 8 27 23 7 25 8

42 (30%) 35(25%) 30 (21.43%) 33 (23.57%)

To answer the guestions raised in the introduction, the present study aimed to test the following hypotheses:

1. Reflective thinking and learning styles predict students’ design products.
2. There is a relationship between reflective thinking and students’ design products.
3. There is a relationship between learning styles and students’ design products.

To assess students’ design product, the researcher evaluated semester project design issues in 12 stages, from
idea to presentation. Each scale was graded from 0 to 10, resulting in a range of scores ranging from 0 to 120:
1. The design concept, 2. Research and design integration, 3. Site plan, 4. Functional designing, 5. Spatial
gualities, 6. Form (proportion of building mass and space), 7. Aesthetic, 8. Structure, 9. Materials, 10.
Environmental conditions, 11. Rendering, 12. Maquette. As seen in the following table, the correlation
coefficient between reflective thinking and design product is r=0.843 and p<0.01; that is, there is a direct and
strong relationship between reflective thinking and students’ design products. Higher scores for reflective
thinking scores mean that the evaluation score of the students’ design product is higher. The correlation
between the variables of divergent learning style and design product is r=0.811 and p<0.01, as well as the
correlation between assimilative learning style and design product is r=0.764 and p<0.01. In other words, there
is a direct and significant correlation between divergent learning style and assimilative learning style with the
design product of female students, that is, the higher the values of these learning styles, the higher the quality
of the design product. Furthermore, the correlation between the variables of convergent learning style and
design product is r=0.731 and p<0.01, as well as accommodator learning style and design product, is r=0.752
and p<0.01; In other words, there is a direct and significant relationship between the convergent learning style
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and accommodator learning style with the male students’ design product, that is the higher scores of these
learning styles show the higher quality of design product.

Table 4. Pearson’s correlation coefficient between reflective thinking and learning styles with product design

Variable Design Product
r p
Divergent Learning Style 0.811 0.0001
Learning Styles Assimilator Learning Style 0.764 0.0001
Convergent Learning Style 0.731 0.0001
Accommodator Learning Style 0.752 0.0001
Reflective Thinking 0.843 0.0001

To test hypothesis 1, stepwise regression analysis was used. The results in the following table show that
reflective thinking was assessed in the first step and learning styles were assessed in the second step by the
stepwise regression analysis. The adjusted squared results of the multiple Pearson correlation coefficient show
that based on the first model, reflective thinking determines 0.73, or 73%, and based on the second model,
reflective thinking and learning styles determine 0.67, or 67%, of the variance of the design product. Thus, it
can be argued that reflective thinking and learning styles can explain or predict students’ design product. The
regression analysis results show that based on the first model of reflective thinking (F=426.137, p<0.01) and
based on the second model of reflective thinking and learning styles (F=226.401, p<0.01), the design product
can be significantly predicted and there is a relationship between reflective thinking and learning styles with
students’ design products.

Table 5. A: The regression model of reflective thinking and learning styles on the level of the design product; B: The
variance analysis for the significance test of the regression model of criterion predictor variables.

Variable R R? SE
Reflective Thinking 0.84 0.73 9.61
Reflective Thinking
Learning Styles 0.78 0.67 9.32
Model Variables Total F Significance

Source Squares Level

1 Regression 2412.616  426.137 0.0001

2 Regression  1662.660  226.401 0.0001

CONCLUSION

The study of the field of educational sciences and their efforts to introduce necessary solutions to improve
education shows the neglected points of this field in architectural education and design process. One of the
ways to facilitate and mitigate these deficiencies is to address learning styles and the need for alignment
between learning styles and educational programs. In this context, to develop a design process in architectural
education and improve students’ quality level, the present study investigated the role of Kolb’s learning styles
by examining a suitable model of learning styles applicable to architectural design courses. In general,
according to the results, it is expected that the type of assignments given to students will result in a higher
quality design product if they are consistent with their learning styles. Thus, it seems that the reflection-based
(thinking-oriented) educational program significantly impacts architecture students’ learning rate. Considering
this importance, the present study’s results showed a relationship between reflective thinking and learning
styles with students’ design products By examining the components of reflective thinking, including reflection
(understanding and paying attention, continuous and active attention to any idea with deep thinking) and
critical thinking (awareness of problems), it can be claimed that reflective processes have a profound effect on
the way of looking at problems and mental perceptions. In other words, people with reflective thinking make
their decisions based on scientific and experimental approaches and using the collected information and its
analysis and are better able to evaluate the situation.
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Specifically, the results of the present study show that the predominant learning styles of architecture students
are accommodative for males and divergent for females, which can be attributed to the logical and executive
thinking of males and the emotional and detailed thinking of females in the design process. It was also found
that female architecture students use divergent and assimilative styles during their four years of study. Male
architecture students prefer the convergent style in the first two years of study and the accommodative style in
the last two years. This result not only sheds light on the distribution of learning styles in the field, but also
indicates the possibility of flexibility and changeability of learning styles among students. Architecture
students use a specific style and coordinate different styles with different situations and tasks. The content of
the architecture field includes two aspects: of construction engineering and arts. Therefore, the learning styles
required for this field are mostly divergent (to strengthen the artistic dimension) and convergent (to strengthen
the engineering dimension) based on Kolb’s learning styles. The results of this study show that current
architectural education influences students’ learning styles and tends to convergent-assimilative styles for
males and divergent-accommodative styles for females. Then, it is worth noting that efficient architects should
use all four learning styles to succeed That is, they should engage in experiences (concrete experience) and be
able to observe and reflect on experiences from different perspectives (reflective observation). They should
also form concepts and hypothesise or present an appropriate plan from their field observations (abstract
conceptualisation) and take these hypotheses and plans to the stage of proof and implementation and make
decisions to solve problems (active experimentation). This theme aligns with architecture’s interdisciplinary
nature and the need to acquire information in other sciences and use other disciplines’ learning methods.

To identify students’ learning styles and match teaching patterns to them, it is proposed to test students’
learning styles in the early stages of architectural studies to find appropriate solutions. In architecture schools,
students are divided into different workshop groups to continue and focus the activities; this division can be
done according to students’ learning styles and criteria. In this regard, it is necessary for teachers to
continuously teach different materials and content according to the needs of learners so that, considering their
preferred different teaching styles, their effective learning opportunities are provided. This kind of teaching
benefits from the interaction between the learner and the teacher and tries to take into account learners’
individual needs, their different attitudes, intellectual abilities, personalities and learning styles to create
favorable conditions for understanding and learning. To strengthen their motivation to learn and their academic
progress.
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de zor kavranmaktadir. Ote yandan 6grenciler bu derste edindikleri bilgilerden ilerleyen
yillarda ve meslek hayatlarinda ne sekilde faydalanabileceklerini sorgulamaktadir. Bu
durumdan hareketle ¢alismada amag; modern mimari yapilar iizerinden temel tasarim
ilkelerini analiz etmektir. Nitel arastirma metoduyla olusturulan g¢alismada veriler,
belirlenen 6rneklerde bahsedilen ilkelerinin analiziyle elde edilmistir. Bu drnekler temel
tasarim ilkelerinin ortaya ¢ikt1g1 Bauhaus Okulu’nun modern mimarligin yayilmasindaki
rolii de diisiiniilerek Bauhaus ve sonrasi modern yapilar arasindan segilerek ¢alismanin
kapsami olusturulmustur. Calisma sonucunda, belirlenen 6rnekler ilizerinden temel
tasarim ilkelerinin somut kullanimlari ve karsiliklart ortaya konulmustur. Boylece
ogrencilerin temel tasarim ilkelerinden egitimlerinin devam eden yillarinda ve meslek
Received: 01.03.2023 hayatlarinda nerede ve nasil faydalanacaklarina yonelik somut uygulamalar1 gérmeleri
Accepted: 26.04.2023 saglanmaktadir. Ayrica calisma sonucunda elde edilen bu verilerden temel tasarim
egitimi ders igeriklerinde de faydalanilabilecek olmasi sebebiyle ¢alismanin katki
saglayici oldugu distiniilmektedir.
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Abstract

Basic design principles are taught within the scope of basic design education in the first-
year studios. Basic design education and its content have different dimensions from the
education system the student previously received due to its structure and difficulty
comprehending because it contains new literature for the student and often has abstract
educational content. On the other hand, the students have difficulty perceiving the
information acquired in this course and question how they can benefit from it in the
following years and professional life. Therefore, the aim of the study is to analyze the
basic design principles through modern architectural structures. In the study created by
qualitative research method, the data were obtained by analyzing the principles mentioned
in the determined examples. These examples were selected among the Bauhaus and later
modern buildings by considering the role of the Bauhaus school, where the basic design
principles emerged in the spread of modern architecture, and the scope of the study was
created. As a result of the study, concrete uses and equivalents of basic design principles
were revealed with the determined examples. Thus, data on how students will benefit

Citation: from basic design principles have been revealed.
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Extended Abstract

Introduction: Basic design education, the first step of design education, is the first environment that introduces students
to the design world. In this education, which includes topics such as design elements, design principles, and perception
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principles, basic design principles play a role in planning and analyzing the design. For this reason, students have to
benefit from these phenomena both in their education and professional lives, consciously or unconsciously. Although
basic design education is a visual aspect-based thought system in the first stage of design education, this education is not
used as necessary in the ongoing stages of design education. Therefore, it is seen that there is a gap in the relationship
between education and practice in this direction (Araz Ustadmeroglu, 1998: 2). As supported by the literature, basic
design education is not fully understood by the students, so this information cannot be actively used in the ongoing course
processes (Kilig¢ & Arabaciglu, 2021:132). In other words, students often need to learn why they use this abstract
information and clarify the intended learning outcomes or how to evaluate them (Sawyer, 2017: 110).

Purpose and scope: Based on all these problems in the literature, the study starts from the problem that basic design
principles are not understandable due to their abstract applications and that the students generally do not understand how
they can benefit from these phenomena in their education and professional life. In order to answer this problem, it is
aimed to reveal the concrete reflections of basic design principles by analyzing them through architectural structures. The
study considered the role of the Bauhaus School in the emergence of modernism and basic design principles. The
examples were limited to the field of modern architecture in the Bauhaus period after and after the scope of the study was
established.

Method: The study was created by using a qualitative research method. Qualitative research is a multifaceted method
that includes an interpretive, naturalistic approach. This means that qualitative research examines events in their natural
environments and tries to make sense of and interpret phenomena in terms of the meanings that people attribute to them
(Groat & Wang, 2013: 218). Document collection, one of the techniques used in the qualitative research method, includes
all kinds of recorded information, written or unwritten, and contributes to the researcher’s more efficient interpretation of
the data obtained by other methods. Photographs, diaries, newspapers, letters, magazines, works of art, objects, video and
audio recordings, and all kinds of recorded information can be a rich database for qualitative research methods (Buran,
2021: 48). In this study, obtaining the data, visual information and photographs from qualitative research techniques were
used together with literature analysis. Through these, the design principles were analyzed through the samples determined.

Findings and conclusion: It was seen that a different basic design principle existed in each of the samples determined
by the study. Accordingly, the Salk Institute, designed by Louis Kahn, and the Cathedral of Brasilia, designed by Oscar
Niemeyer, reflect the principle of repetition. The Edith Farnsworth House and Landhouse Lemke, designed by Ludwig
Mies Van Der Rohe, contains features corresponding to the principle of balance. The Kubuswoningen structure designed
by Piet Blom reflects the rhythm principle. Designed by Kenzo Tange, Fuji Broadcasting Center, and JFK Presidental
Library, designed by 1.M. Pei reflects contrast principles from design principles. Another example is the Solomon R.
Guggenheim Museum, designed by Frank Lloyd Wright, and Royal National Theatre, designed by Denys Lasdun reflect
the integrity principle of basic design principles. The Guggenheim Bilbao Museum, designed by Frank Gehry, and Lotus
Temple, designed by Fariborz Sahba, reflect the principle of harmony from basic design principles. The Weizmann House,
designed by Erich Mendelsohn, and Fallingwater House, designed by Frank Lloyd Wright, have referenced the principle
of domination. Another work by Kenzo Tange, the St. Mary Cathedral, and Seeley Historical Library, designed by James
Stirling, reflect symmetry from basic design principles. The Pompidou Centre, designed by Renzo Piano-Richard Rogers,
reflects the principle of emphasis. Villa Savoye, designed by Le Corbusier, has referenced the principle of proportion,
one of the basic design principles. Finally, the Sydney Opera House and Centre Culturel Jean-Marie Tjibaou reflect the
hierarchy of basic design principles with gradation between elements. The data obtained by the study reveal the concrete
applications of basic design principles. Although it is not the study’s primary purpose, it emphasizes the importance of
basic design education and the content that constitutes this education because this information learned in the first years
of education will be used even in professional life. Although this awareness was not gained in the first years of design
education, it was revealed that the basic design principles have concrete uses and counterparts with the study. For other
research to be carried out based on the study findings, it is recommended to expand the information pool by diversifying
these samples.

Keywords: Modern architecture, Bauhaus School, Basic design education, Basic design principles

GIRIS

Tasarim egitiminin ilk basamagi olan temel tasarim egitimi, dgrencileri tasarim diinyasiyla tanistiran ilk
ortamdir. Tasarim &geleri, tasarim ilkeleri ve algi ilkeleri gibi konu bagliklarii igeren bu egitimde temel
tasarim ilkeleri, tasarimin planlanmasi ve nasil planlandiginin ¢dziimlenmesinde rol oynamaktadir. Bu sebeple

ogrenciler hem egitim hem de meslek hayatlarinda farkinda olarak ya da olmayarak bu olgulardan faydalanmak
durumunda kalmaktadir. Temel tasarim egitimi her ne kadar tasarim egitiminin ilk asamasinda yer alan gorsel
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yonil agirlikli bir diisiinii sistemi olsa da bu egitimin ve bu egitimi olusturan igerigin tasarim egitiminin devam
eden agamalarinda gerektigince kullanilmadigi, bu nedenle de egitim ve uygulama arasindaki iliskide bu
dogrultuda bir bosluk bulundugu goriilmektedir. Giinlimiizde tasarim egitimi veren kurumlarda siirdiiriilen
temel tasarim egitimi derslerinin igerigini tasarim ilkeleri yani sira dl¢ii, oran, bigim, renk, doku, organizasyon
ilkeleri bagliklar1 olustursa da bu igerigin, yani temel tasarim bilgilerinin uygulamalarda diisiiniilerek
kullanilmadig1, tasarim siirecinde etkili olamadig1 ya da farkinda olunmadan tasarimlara yansitildigi, bu
nedenle egitimle uygulama arasinda temel tasarim yoniiyle bir boslugun yer aldigi bilinmektedir (Araz
Ustadmeroglu, 1998: 2).

Bir diger yonden literatiirle desteklendigi sekliyle temel tasarim egitimi 6grenciler tarafindan tam olarak
anlagilamamakta, bu nedenle de devam eden ders siireclerinde bu bilgiler aktif olarak kullanilamamaktadir
(Kilig & Arabaciglu, 2021: 132). Baska bir deyisle; 6grenciler genellikle bu bilgileri neden kullanildiklarim
bilmemekte, amaglanan dgrenme ¢iktilar1 veya bunlarin nasil degerlendirilecegi konusunda kafa karigikligi
yasamaktadirlar (Sawyer, 2017: 110). Ote yandan dersin stiidyo ortaminda veriliyor olmast, kritik alma siireci,
degerlendirmelerin jiiri sistemiyle yapilmasi gibi yeni olgular 6grencilere yabanci gelmektedir. Ayrica egitsel
metotlarin sezgisel olarak yiiriitiilmesi sebebiyle de temel tasarim dersleri liniversite egitiminin ilk doneminde
tasarim dgrencilerinin en ¢ok zorlandigi dersler arasinda yer almaktadir (Sarioglu Erdogdu, 2016:7). Bir diger
veriye gore temel tasarim dersini olusturan igerikte d6grencilerin deneyimledigi maketler, kompozisyonlar ve
diger soyut caligmalar bu siirecte zorlandiklar1 basliklar arasindadir (Kilic & Arabaciglu, 2021: 132).
Literatiirde yer verilen tim bu problemlerden hareketle, bu g¢aligmada temel tasarim ilkelerinin soyut
uygulamalar1 sebebiyle anlasilir olmamasi ve 6grencilerin genel anlamda bu olgulardan egitim ve meslek
hayatlarinda ne sekilde faydalanacaklarini kavrayamamalari probleminden yola ¢ikilmistir. Bu probleme
cevap verebilmek adina temel tasarim ilkelerinin somut yansimalarini mimari yapilar iizerinden analiz ederek
ortaya koymak hedeflenmistir. Bunu yaparken de ¢aligmada temel tasarim ilkeleri gibi modernizmin ortaya
cikisinda da Bauhaus Okulu’nun rolii g6z 6niinde bulundurulmus ve 6rnekler Bauhaus donemi ve sonrasi
modern mimarlik alani ile sinirlandirilarak ¢alismanin kapsami olusturulmustur.

Alanyazinda yer alan ve benzer baglamda olusturulan c¢alismalarda ise Eroglu ve Aksu (2019) tasarim
ilkelerinden tekrarin giincel mimarideki yerini ¢agdas mimarlarin tasarim yaklagimlan iizerinden okuyarak
donemsel olarak bu ilkede meydana gelen degisimleri saptamaya ¢alismistir. Kuljici tarafindan 2019 yilinda
gerceklestirilen tez calismasinda modern konut yapilari, temel tasarim ogeleri ve ilkeleri araciligiyla mekan
kompozisyonu acisindan analiz edilmistir. Bir diger calismada ise Ozel ve Sagsdz (2021), temel tasarim
ilkelerinin diizenleme yaparken kolaylastirici rolinden hareketle, Antalya Kalei¢i’nde belirlenen yapilar
simetri, ritim, denge ve zitlik ilkeleri yoniiyle analiz etmistir. incelenen calismalarda, tasarim ilkelerinin bir ya
da birkacinin kisitlanarak analizlerinin yapildigr ya da tasarim ilkelerinin tamamindan faydalanilsa da
orneklerin konut yapilar1 olarak i¢ mekan 6l¢eginde sinirlandirildigi goriilmektedir. Bu ¢alisma, hem temel
tasarim ilkelerinin tamamini, yapi tiirii simirlandirmasi olmadan farkli islevlerde modern mimari yapilar
iizerinden analiz ediyor olmas1 hem de bu analizi egitsel kaygilarla gerceklestiriyor olmasi yoniiyle diger
caligmalardan farklilagmaktadir. Bu dogrultuda ¢alisma ile ortaya konulan verilerle 6grenciler temel tasarim
ilkelerini ne sekilde kullanabileceklerine yonelik somut bir bilgi edinebilecek, ayn1 zamanda da modern mimari
kavrami ve 6rneklerine asina olabileceklerdir. Caligmanin bu yo6niiyle yol gdsterici olacagi ve temel tasarim
egitimi ders igerikleri i¢in ornek teskil edecegi diisliniilmektedir.

Kuramsal Cergeve

Kavramsal ve tarihsel bir izlekte tarif edildiginde modern mimarlik 20. yiizyil basina ve bu yiizyilda yiikselen
oncii uygulamalarin da temelinde yer alan toplumun sosyal ve ekonomik a¢idan yeni agilimlara yonelim
istencine igaret etmektedir. Birinci Diinya Savasi’nin beraberinde getirdigi kaos ortami, giindelik hayati
iyilestirme ya da ideallestirme arayislarimi pekistirmistir. Beraberindeyse tasarim ve sanatin toplumun her
kesimine yonelik bir hak ve sosyal edim olmasi fikri, 19. yiizyil sonunda baslamis, I. Diinya Savasi sonrasina
denk gelen donemi de kapsayan kiltiirel, sosyal, ekonomik iklimde ¢ok kez evirilerek formel anlamda modern
mimarinin olgunlagmasina ortam hazirlamigtir (Sezer, 2019: 48). 20. ylizy1l mimarisini biiyiik oranda etkileyen
modernizm kavrami, ¢esitli bilim ve kuramlarin evrimiyle iliskili karmagik bir kavram olup, anlam olarak 20.
ylizyilin ilk yarisinda geleneksel teknik ve degerleri reddeden, bireysel deneyimin 6nemine isaret eden bir
sanat hareketidir. Mimari anlamda modernite ise 19. yiizyil ikinci yaris1 sonrasinda ortaya ¢ikan sanatsal
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hareketlerden meydana gelen ve donemin teknik yeniliklerinin mimari iirlinlere yansitilmasina dayanan bir
egilimdir (Sahin, 2022: 6).

Modern mimarlik, 19. yiizyilda meydana gelen endiistri devriminin tetikledigi gelismeler sonucu tarihsel
egilimlere tepki seklinde giindeme gelerek 20. yilizyilin ilk yarisinda yayginlasmaya baslayan, c¢agin
gerekliliklerine, yap1 teknolojisine, sanat anlayisina uyan dolaysiz ¢oziimler arayisinda olan bir mimarlik
anlayisidir (Hasol, 2010: 327). 20. yiizy1l mimarlig1 seklinde de ele alinan modern mimarlik diisiinsel alt yapist
ve sekillenme yoniiyle yiiz yildir siiregelen uzun bir siirectir (Sahin, 2022: 6-7). Modern mimarligin gelisim
siirecinde uygulamali alandaki denemelerle mekan ihtiyaglariin mevcut kosullara cevap verecek sekilde
giderilmesine yonelik motivasyonlar énemli olsa da tiim bunlarin pedagojik olarak formiile edilmesi, bu
yollarla 6gretilebilir olmasi ve yayginlagmasi noktasinda Bauhaus Okulu’nun rolii biiyliktiir. 1919 yilinda
Almanya Weimar’da kurulan, 1926 yilina gelindiginde Dessau’ya, 1932°de ise Berlin’e taginan okul 1933
yilinda kapanmak durumunda kalmistir. Kapanisina dek gecen zaman diliminde tasarim, sanat, mimarlik gibi
alanlarda kuramsal, uygulamali ve deneysel yonlerden temellenen egitim plani ¢ergevesinde pek ¢ok egitimei,
sanatgl, tasarimci ve 0grencinin, igerisinde bulunulan dénemin estetik kiiltiirii ve iiretim tekniklerine katk1
saglamasina ortam hazirlamustir (Sezer, 2019: 48). Tiim bu y6nleriyle Bauhaus, aktif bir tasarim okulu olsa da
Nazi etkisiyle yok olmus ancak egitim felsefesi ve yontemleri hayatta kalmig, hatta farkli iilkelere yayilmigtir
(Lloyd Jones, 1969: 156). 1919-1922 yillar1 arasinda Itten, 1923-1928 yillar1 arasinda Moholy-Nagy
yiirtitiictiliigiinde gergeklestirilen pedagojik program 1920 yilindan giinlimiize endiistriyel tasarim ve mimarlik
alanlarinda 6nemini artirarak siiregelmistir. 1925-1926 yillar1 arasinda Adolf Meyer ve Walter Gropius
onciiliiginde Dessau’ya taginan Bauhaus Okulu; kullanilan kisith ve kompleks malzemelerle ve programa
iligkin ihtiyaglar cer¢cevesinde verimli yapim yontemleriyle gitgide daha ¢ok kabul gormiis ve bu yaklasim bir
mimari forma déniiserek bilyiik yanki uyandirmustir (Sezer, 2019: 49). Ozetle, modern mimarligm yapili
cevredeki sorunlara toplum refahini saglamak ve estetik anlamda iyilestirme yapmak amaciyla sordugu
sorulara 1919-1933 yillari arasinda Bauhaus Okulu egiticileri ve 6grencileri tarafindan yanitlar aranmistir. Bu
sayede, okulun ortaya koydugu etik anlayis yani sira birlik, esitlik, 6zgiirliik gibi kavramlar Bauhaus
anlayisindaki modern mimarlig1 yalnizca bir iislup olarak sinirlamayip, diinya genelinde farkli bolgelerde ortak
bir kiiltiir 6gesi olmasini saglamistir (Sezer, 2019: 51-53).

Modern dénem ayrica idealize edilen stil iiretimlerinin meydana gelmesine sahne olmus, ayn1 zamanda mimari
form olusumunda tekrar, aralik gibi ilkeler ve seri liretim anahtar kavramlar olarak ortaya ¢ikmigtir. Bigimdeki
ya da bi¢imle olusturulan tekrar, diizeni saglamak igin pratik bir ilke olarak goriilmiistiir (Eroglu & Aksu,
2019: 95). Modern mimarlik, Avrupa’nin tamaminda birkag mimar ve grup onciiliigiinde baglamistir. Paris’te
Le Corbusier, Bauhaus, Weimar ve Dessau’da Gropius; Berlin’de Bruno Taut, Mendelsohn, Mies Van Der
Rohe; Hollanda’da De Stil grubu ve son olarak Rusya’da yapisalcilar modern mimariye onciiliikk ederek bu
alanda etkili olmustur. Bu yeni mimari hareketin yontemleri ve ilkeleriyle her iilkede farkli bakis agilar
olusturulmus ve o zamana dek var olan bicimler degisime ugramistir. Bu sebeple modern mimari olarak
adlandirilan siire¢ ve donem her iilke i¢in farkli 6zellikler ve adlandirmalar igermektedir (Sahin, 2022: 8-9).
Bu bilgilerden hareketle Bauhaus olgusunun siklikla bir okul, 6ncii bir akim, bir pedagoji, bir stil, bir estetik
olarak ele alindig1 sylenebilir. Fakat bunlarin da 6tesinde bir anlayis, kavrayis ve anlamlandirma stilidir. Bu
nedenle Bauhaus Okulu modernlesmenin beraberinde getirdigi toplumsal 6rgiitlenmenin gerceklestirilmesi
stirecinde bir doniisiim politikas1 ve kiiltiirel politikadir (Artun, 2009: 193).

Tiim bunlarla birlikte Bauhaus; igerisinde bulunan siirecte teknik, ara¢ ve malzeme alaninda meydana gelen
degisimler ve seri liretim gibi kavramlar sebebiyle {izerinde fazla diisiiniilmeyen yapilarin ortaya konulmasi
sorununa da onlem almay1 hedeflemis, temel tasarim disiplini de bu tehlikelere engel olmak amacryla okul
programina konulmustur. Temel tasarimin ortaya ilk ¢ikisi, gorsel sanatlar ve mimarlikta yer bulmasi da
Bauhaus Okulu ile olmustur (Araz Ustadmeroglu, 1998: 2). Bir amaci gerceklestirmek igin yaratici eylemlerin
zihinde olusturularak kagit yilizeyine aktarilmasina tasarim, tasarimcinin bu siiregte gerceklestirdigi yetileri
egiten bilim dalina ise temel tasarim denir. Temel tasarim egitimi yaratici bireylerin egitilmesi amaci, kapsami
ve programina sahiptir. Temel tasarim egitimi teknik bir 6gretimden ziyade yapis1 geregi, bilme, diisiinme,
gorsel algi, estetik canlandirma, bulus, esin, el-g0z-beyin yetilerinin gelistirilmesi, yaraticilik siiregleri ve
sezgisel giiclerin aktiflestirilmesi egitimi ve Ogretimidir (Atalayer & Ustin, 2000: 51). Bu ozellikleri
nedeniyle, estetik anlamda temel tasarim 6ge ve ilkelerinden hareketle, birtakim kurallar1 uygulamak yap1 ve
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cevresinin pozitif olarak algilanmasini saglanmgtir. Ote yandan bigime ait pargalarin uyum iginde bir arada yer
almalar1 ve birlik olusturmalari, uygun 6l¢ek, oran kullanimi, renk ve 15181n bilimsel anlamda ortaya konulan
genel begenileri yansitacak dogrultuda kullanilmasi seklinde yaklagimlar da bu algiy1 desteklemistir. Kisacasi
tasarim egitiminin ilk yillarinda ve sonraki yillarinda konularla iligkili olarak temel tasarim ilkelerinin proje
derslerinde kullaniminin soyut olarak dgrenilen bu ilkelerin somut olarak deneyimlenebilmesine ya da ortaya
konulmasina imkan saglayacak olmasi sebebiyle egitim ve uygulama arasinda yer aldig1 belirtilen boslugu
doldurabilecegi diisiiniilmektedir (Araz Ustadbmeroglu, 1998: 3).

Endiistrilesme sonucu meydana gelen tasarim sorunlarini ele alan Bauhaus Okulu’nda temellenen temel
tasarim egitimi, tasarim ve sanat egitimi siireclerinin ilk adimini olusturmaktadir. Tasarim elemanlar1 ve
ilkelerinin Ogretilmesi yoniiyle kuramsal, tasarimlama eyleminin gerceklestirmesi yoniiyle ise uygulama
anlaminda icerige sahip biitlinclil bir egitim yaklagimidir. Bireyi Ozgiirlestirmek, sinirhiliklarmi ve
potansiyellerini gormesini saglamak, yaraticiligimi ortaya cikarmak, malzemelerin fiziksel dogasi ve
potansiyellerini anlamak igin tasarimin temel yasalarinin kavranmasina yardimei olabilecek teorik ¢aligmalar
ve uygulama ¢aligmalari, temel tasarim egitiminin igerigini olusturmaktadir. Bu igerikler 6grencilerin kendini
tanimasi, yaraticih@inin farkina varmasi ve sanat dalini belirlemesi sebepleriyle ele alinmistir. Bauhaus
Okulu’nda 6n ders yaklagimiyla ortaya ¢ikan temel tasarim egitimi okulun kapanmasinin ardindan buradan
ayrilan sanatg1 ve egitmenlerin farkli tilkelere gé¢ etmesiyle yayilmistir. Boylelikle temel tasarim egitimi dersi
cagdas bir disiplin haline gelmis, endiistri donemi sonrasi diinyanin farkli yerlerinde pek ¢ok okulda orgiin
egitim konusu olmustur. Ulkemizde ise ilk olarak Tatbiki Giizel Sanatlar Yiiksek Okulu’nun programinda
1957 yilinda yer almistir. Glinlimiizde tasarim ve sanat alaninda egitim veren kurumlarda uygulamasina devam
edilmektedir (Hasirci & Coskun Onan, 2020: 101-102). Bauhaus Okulunun temel tasarim egitimine en biiytik
katkisi, ilkeleri olan, farkinda olarak diizenlenen, ayni zamanda uygulamali ve kavrayici bir girig dersi olmast
ve bu dersin modernist bir yaklasimla, sanatla i¢ ice olacak bir 6gretim programiyla kurgulanmis olmasidir.
Temel tasarim dersinde yapilan caligmalar tasarim ilkelerinin kimi zaman tiimevarim, kimi zaman da
tiimdengelim yontemiyle parga biitiin iliskisine yansiyacak sekilde kurgulanmistir (Hasgiil & Birer, 2019: 27).

Tasarimla ilgili disiplinlerin programlarinda yer bulan temel tasarim egitimi dersinin igerigini genel olarak
Gestalt algi ilkeleri, tasarim ilkeleri, tasarim 6geleri ve li¢ boyutlu calismalar olusturmaktadir. Temel tasarim
becerilerini gelistirmek adina bu dilin kavramlari, kurallar1 ve ilkeleriyle donanmak durumundadirlar. Bu
nedenle derste genel anlamda temel tasarim bilgisi sunmak hedeflenmektedir. Bu bilgi sunulurken de genel
olarak ders programinda yer verilen basliklar su sekildedir: tasarim dgeleri; 151k, doku, renk, nokta, ¢izgi,
diizlem (ylizey), hacim, alg1 ilkeleri; sekil zemin iliskisi, benzerlik, yakinlik, iyi sekil 6zellikleri baghlariyla
yer almaktadir. Son olarak tasarim ilkeleri ise uyum, tekrar, zitlik, denge, egemenlik, koram (hiyerarsi),
simetri, vurgu, biitiinliik, oran, ritim bagliklariyla yer bulmaktadir (Akbulut, 2014: 24-25). Calisma kurgusunda
ise temel tasarim egitimi igerigini olusturan bu basliklardan tasarim ilkelerine odaklanilmakta ve bu ilkelerin
somut uygulamalar iizerinden, sinirlandirilan 6rnekler araciligryla okunmasi hedeflenmektedir.

Temel Tasarim ilkeleri

Tasarn ortaya koyma siirecinde kolaylastirict olan temel tasarim ilkeleri, problem ¢6zme siirecini de
kolaylagtirmaktadir. Tasarim asamasinda oldugu kadar ortaya konulan iirlin ya da eserin elestirisi ve
degerlendirmesinde de 6nemli olan bu ilkeler tasarim ve sanat egitiminin her alaninda iki boyutlu ¢aligmalarla
birlikte {i¢ boyutlu olarak gergeklestirilen c¢aligmalar i¢in de 6nemli ve gereklidir (Civcir, 2015: 317).
Tasarimin nasil planlandiginin ¢éziimlenmesinde rol oynayan, farkli kaynaklarda farkli sekillerde ele alinan
bu ilkeler, bu caligmada denge, tekrar, ritim, uyum, zitlik, biitiinliik, egemenlik, koram (hiyerarsi), vurgu, oran
ve simetri (Ertok Atmaca, 2014: 63) bagliklariyla ele alinmaktadir.

Ritim: Daha ¢ok miizigin bir kriteri olsa da bir 6genin belirli araliklarla yinelenmesi, tekrar1 veya belirli bir
diizen iliskisiyle birbirini takip etmesi olarak tanimlanabilmekte ya da bir eserde yer alan ogelerin kendi
aralarinda meydana getirdikleri ardisik zaman ve mekan araliklarinin belirlemis oldugu diizen seklinde ifade
edilmektedir (Seylan, 2005: 151-152). Ching’in tanimladig sekliyle ritim, 6gelerin mekéan ve zaman igerisinde
tekrarina dayanmaktadir. Bu tekrarla hem gorsel biitlinliikk olusmakta hem de ritmik hareket siireklilik
yaratmaktadir (Ching, 2011: 150).
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Gorsel 1. Ritim ilkesi

Denge: Fizik temelli bir kavram olan denge; birbirine karsit olan iki agirligin ya da iki giiciin esitligiyle olusan
durma hali, yerlesik konum ya da catisan giigler, karsit elemanlar arasindaki uyumu, durgunlugu saglayan
dogru oranti seklinde tanimlanmaktadir. Catigsan giiglerin bir durgunluga ulagsmasiyla agiklanmaya galisilan
denge olgusu statik bir durumu ya da hareketsizligi ifade etmektedir (Seylan, 2005: 152). Ote yandan Seylan
tasarimda denge kavraminin sezgisel oldugunu, denge uyumunun yerini alabilecek rasyonel bir hesaplama
yaklasiminin olmadigi belirtmektedir. Sanat ve tasarim alanlarinda denge arayisi niceliksel ve niteliksel
ybnden ylizeyde ya da uzamda bir diizen olusturma seklinde degerlendirilebilmektedir. Bu diizen ¢abasi,
siirece dahil edilen elemanlarin sadece bigimsel olarak diizenli dagilimlarini ifade etmemekte, her bir 6genin
algisal olarak ifade ettigi dagilim ve bu dagilim sonucunda olusan karsilikli iliskiler diizeninin toplu etkisini
icermektedir (Seylan, 2005: 153-155).

Zithk: Cisimler arasinda herhangi bir yonden ortak ya da birbirine yakin nitelikler bulunmadiginda bunlar
arasinda iligki kurmak zorlagsmakta ve bu durum zitlik olarak yorumlanmaktadir (Glngor, 2005: 136). Baska
bir deyisle zitlik, diizensizlikleri doguran ve ortak degerlerin bulunmadigi durumlarda, objeler arasinda bag
kurulamadiginda olusmaktadir (Civcir, 2015: 361). Ancak zithik bir yonden tasarimda uyusmazlik ya da
dagmiklik yaratmaktayken, 6te yandan renk, doku, deger, yon, bigim, 6l¢ii, aralik vb. 6zelliklerinden bir ya da
birkaginin olmasiyla olusabilen zitlik, kisilerin beklenmedik etkilerle karsilasiyor olmasi sebebiyle tasarima
ilgi ve canlilik katmaktadir (Glngor, 2005: 136).
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Gorsel 2. Zitlik ilkesi

Uyum: Birlik, diizen ve uygunluk anlamia gelmektedir. Birden fazla 6genin kaynasmasi ya da anlamli bir
iliskiyle bir arada olmasiyla olusan diizenli birliktir. Bu sebeple, uyum bir biitiiniin pargalariyla uygunlugunu
dile getirmektedir (Seylan, 2005: 155). Uyum, bir kompozisyonda yer alan pargalarin veya pargalarin
biresiminin hosa giden birlikteligi ya da ahengi seklinde tanimlanabilir. Uyum; ortak bir 6zellik tasimak,
benzer biiylikliikler, benzer sekiller, benzer yonlendirme, benzer renkler ve tonlar, benzer malzemeler ve
benzer detay 6zellikleri ile saglanabilmektedir (Ching, 2011: 146).

Egemenlik: Bir bi¢im ya da mekadnin anlami ya da dneminin boyut, sekil ya da yerlesim yoluyla, genel
kompozisyon igerisindeki diger dge, bi¢cim veya mekanlarin 6niine ¢ikarilmasimi ifade etmektedir (Ching,
2011: 321). Gling6r’iin de belirttigi sekliyle bir tasarimda tutarli bir dengenin olusabilmesi igin, baz1 kisimlarda
gorsel algilama yoniiyle daha baskin bir unsur olmasi gerekmektedir. Egemenlik sadece dl¢ii yoniiyle degil
renk, doku, deger yonleriyle de saglanabilmektedir (2005: 142). Ozetle bir tasarimda ya da kompozisyonda
kullanilan 6gelerin biri ya da bir kisminin diger 6gelerden baskin olmasidir (Civcir, 2015: 374).

Gorsel 3. Egemenlik ilkesi
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Oran: Nicelik, biytikliik ya da derece acisindan iki sey veya parga-biitiin arasindaki bagintiy1 ifade
etmekteyken orant ise bir seyi olusturan pargalarin kendi aralarinda ya da biitiinle aralarindaki uygunlugunu,
karsilagtirilabilir iliskilerini tanimlamaktadir (Seylan, 2005: 158). Ching’in kisaca 6zetledigi sekliyle ise oran
bir parcanin bir diger parcayla ya da biitiinle kurdugu iliski ya da bir nesnenin bir diger nesneyle biiyiikliik,
kademe ya da miktar yonleriyle kurdugu iliskidir (Ching, 2011:; 191).

—— BlYURLUK

Gorsel 4. Oran ilkesi

MIKTAR

KADEME

Bltunlik: Birlik ya da biitiinliik benzer ya da farkli 6gelerin, mekanlarin, yapilarin veya cisimlerin birlikteligi
sonucu dengeli bir biitiin olusturmalariyla gerceklestirilen tasarim ilkesidir (Gungor, 2005: 152). Tasari
meydana getiren tiim elemanlarinin birer 6ge olarak goziikmekten ¢ikarak bir gorsel biitiin haline gelmesi ile
olusmaktadir (Denel, 1970: 64).

i

Gorsel 5. Bitunlik ilkesi

Tekrar: Kompozisyonda ya da tasarimda bir veya daha fazla 6genin birden fazla kullanilmasidir. Birbirinin
ayni ya da benzer 0gelerin yan yana getirilmesi benzer etkiler uyandirdigi igin tekrar sayesinde bu etki
baglayici ve giiglendirici olmaktadir (Civcir, 2015: 318).

Gorsel 6. Tekrar ilkesi

Simetri: Birbirine denk bi¢im ya da mekénlarin, kendilerini ayiran bir ¢izgi ya da diizlemin her iki yaninda
veya bir eksenin, merkezin etrafinda dengeli bir bi¢imde dagilimi (Ching, 2011: 321) seklinde ifade

edilmektedir.
el 0O

ked] €O

Gorsel 7. Simetri ilkesi

00.00
ogl|lno
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Vurgu: Tasarimda ya da kompozisyonda bir unsurun digerlerine kiyasla daha baskin olmasi sonucunda olusan
tasarim ilkesidir. Ching’in de belirttigi sekliyle dnemli bir unsur ya da 6zelligin, kendine 6zgii bir sekille,
anlamli derecede boyutlandirma ile ya da mekéana, kompozisyona karsit doku, ton, renk gibi 6zelliklerle gorsel
anlamda 6n plana ¢ikarilmasidir (Ching, 2011: 154).
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Gorsel 8. Vurgu ilkesi

Koram (Hiyerarsi): 1ki karsit ug arasinda uyumlu bir gegis saglamak amaciyla uygun kademeler araciligiyla
olusturulan tasarim ilkesidir. Bu tasarim ilkesi bir tasarimi meydana getiren 6gelerin 6nem derecelerine gore
siralanmasiyla meydana gelmektedir. Vurgu derecesine gore siralanan unsurlar bu sayede bir dizi ya da dizilim
etkisi olusturmaktadir. Eksensel, merkezsel ve ¢evresel koram olmak {izere lice ayrilan bu tasarim ilkesine
gore eksensel koram, bigimlerin bir eksen tizerinde dizilmesiyle olusmaktadir. Merkezel koram ise bigimlerin
koram ilkesini olusturacak sekilde birlestirilmesi sonucu merkez noktasi meydana getirmesiyle olugsmaktadir.
Bir diger baslik olan ¢evresel koram, bigimlerin bir gevre tizerinde kademelenmesiyle olusmaktadir (Glngor,
2005:138-141).

YONTEM

Calisma nitel aragtirma yonteminden faydalanilarak olusturulmustur. Nitel aragtirma, natiiralist bir yaklagimi
barindiran, yorumlayici, ¢ok yonli bir arastirma yontemidir. Bu durum nitel arastirmalarin olaylar1 dogal
ortamlarinda inceledikleri ve olgular1 insanlarin onlara yiikledikleri anlamlar agisindan anlamlandirmaya ve
yorumlamaya calistiklar1 anlamina gelmektedir (Groat & Wang, 2013: 218). Nitel arastirma stratejisi, belirli
ve tanimlanmis bir baglamla insanlarin ger¢ek diinyadaki durumlarda g¢evrelerini ve kendilerini nasil
anlamlandirdiklarina dair bir anlayis kazanmay1 igerir ve arastirmacinin toplanan verileri yorumlamasina
baglhdir (Groat & Wang, 2013: 222). Bu yontemin veri toplama taktiklerinin ¢esitli tanimlayicilar1 arasinda
ise roportajlar, gézlemler, belgeler ve gorsel-isitsel bilgiler yer almaktadir (Groat & Wang, 2013: 244). Temel
ozellikleri yoniiyle; uygun kuram ve yoOntemlerin dogru secimi, arastirmacinin arastirmaya yonelik
diisiincelerinin bilgi {iretim siirecinin bir pargast olmasi, farkli bakis agilarinin tanimlanarak analiz edilmesi
seklinde 6zellikler, bu aragtirma yontemindeki teknik ve yaklagimlarin ¢esitliligini ortaya koymaktadir (Seggie
& Bayyurt, 2021: 15).

Nitel aragtirmada faydalanilabilecek gesitli veri toplama teknikleri bulunmaktadir. Bu teknikler arasindan;
vaka ¢alismasi, goriisme, gézlem ve dokiiman analizi yontemi yaygin olarak kullanilmaktadir. Her yontemin
kendine has giiclii ve kisitlayict yonleri bulunmaktadir. Veri toplama araci olan bu teknikler goériisme, gézlem,
gorsel ve isitsel materyaller ve dokiimanlar seklinde gruplanabilmektedir. Caligmalar planlanirken de arastirma
yontemi bilgilerin nasil toplanacagi ve organize edilecegine karar verilerek belirlenmektedir (Seggie &
Akbulut Yildirmis, 2021: 29). Nitel arastirma yonteminde faydalanilan tekniklerden dokiiman toplama yazil
ya da yazili olmayan her tiirden kayith bilgiyi kapsayarak aragtirmaci igin diger yontemlerle elde ettigi verileri
daha verimli yorumlamada katki saglar. Fotograf, giinliikler, gazeteler, mektuplar, dergiler, sanat eserler,
objeler, video ve ses kayitlari, 6zetle kayit altina alinmug her tiir bilgi nitel arastirma yontemi i¢in zengin bir
veri taban1 olabilmektedir (Buran, 2021: 48).

Bu c¢alismada ise veriler elde edilirken literatiir analiziyle birlikte nitel arastirmada kullanilan veri toplama
tekniklerinden olan gorsel bilgiler ve fotograflardan faydalanilmistir. Bunlar araciligiyla da belirlenen drnekler
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tizerinden tasarim ilkelerinin analizi gergeklestirilmistir. Bu analiz gergeklestirilirken bazi1 yap1 6rneklerinde
ilkelerin nasil okundugunu gosteren acilimlara yer verilmis, bazilarinda ise yapida ilgili ilkeyi olusturan
ogelerin bu ilkeyi nasil sagladigi ifade edilerek detayli analizler olusturulmustur. Ozetle, literatiirden elde
edilen ve temel tasarim ilkelerini yansitan iligki dili, belirlenen modern yap1 6rneklerinde de aranarak analizler
sonucu bu yapilardaki tasarim ilkeleri ortaya konulmustur.

BULGULAR

Calisma dogrultusunda belirlenen 6rneklerin her birinde temel tasarim ilkelerinden bir ya da birkaginin mevcut
oldugu goriilmektedir. Tablo 1-20’de bu ornekler iizerinden temel tasarim ilkelerinin yansimalarina yer
verilmis ve bahsi gecen ilkeler analiz edilmistir.

Tablo 1. Tekrar ilkesinin analizi

Yap: Kiinyesi Yap1 Gorselleri Tasarim ilkesi

Salk Institute,
Louis Kahn
1965/ABD

Tekrar

I r
Tekrar ilkesini
olusturan oriintii
c

Buna gore Tablo 1°de yer alan ve Louis Kahn tarafindan tasarlanan Salk Institute’de yapi biitiinii ayn1 6zellikte
yinelenen bloklardan olugmaktadir. Birbirinin ayni olarak yer verilen bu bloklarin birden fazla kullanilmasiyla
olusturulan iliski temel tasarim ilkelerinden tekrara referans vermektedir. Bu ilkenin nasil olusturuldugunu
yansitan Orilintii dili analizi de Tablo 1c¢’de yer almaktadir.

Tablo 2. Tekrar ilkesinin analizi

Yapi Kiinyesi Tasarim ilkesi

Cathedral of Brasilia
Oscar Niemeyer
1960/Brezilya

Tekrar

b o e e

Tekrar ilkesini yansitan bir diger 6rnek olan Cathedral of Brasilia’da (Tablo 2) yap1 striiktiiriinii olusturan
cizgisel elemanlarin yinelenmesi bu ilkeyi meydana getirmektedir.
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Tablo 3. Denge ilkesinin yansimasi

Yap: Kiinyesi _ Yap1 Gorselleri Tasarim ilkesi

Den
Edith Farnsworth House enge

Ludwig Mies VVan Der Rohe
1951/ABD

Ludwig Mies Van Der Rohe tarafindan tasarlanan Edith Farnsworth House (Tablo 3) herhangi bir baskin unsur
barindirmamasi ve siirece déahil edilen elemanlarin hem bigimsel hem de algisal yonden ifade ettigi dagilim
yoOnleriyle temel tasarim ilkelerinden denge ilkesine karsilik gelebilecek 6zellikler icermektedir.

Tablo 4. Denge ilkesinin yansimast

Yap: Kiinyesi Yapi Gorselleri Tasarim Ilkesi

Landhouse Lemke
Ludwig Mies VVan Der Rohe
1933/Almanya

Denge

Tablo 4’te yer verilen ve Mies Van Der Rohe’nin bir diger eseri olan Landhouse Lemke de benzer sekilde,
yapty1 meydana getiren unsurlar arasinda herhangi bir yonden baskinlik bulunmamasi ve ifade ettigi dagilim
sebebiyle temel tasarim ilkelerinden dengeye referans vermektedir.

Tablo 5. Ritim ilkesinin analizi

Yap: Kiinyesi Yap1 Gorselleri Tasarim ilkesi

Kubuswoningen
Piet Blom
1984/Hollanda

Ritim

Ritim ilkesini
olusturan Ortintii
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Piet Blom tarafindan tasarlanan (Tablo 5) Kubuswoningen yapisi birbirinin ayn1 olan ve belirli araliklarla
tekrar eden elemanlar sayesinde tasarim ilkelerinden ritmi yansitmaktadir. Bu ilkeyi olusturan 6riintii dilinin
analizi ise Tablo 5c¢’de yer almaktadir.

Tablo 6. Zitlik ilkesinin analizi

Yapi Kiinyesi Yap1 Gorselleri Tasarim ilkesi

Fuji Broadcasting Center
Kenzo Tange
1996/Japonya

Zathik

Zatlik ilkesini
olusturan Ortintii

Kenzo Tange tarafindan tasarlanan Tablo 6’daki Fuji Broadcasting Center binasinda ise sekil yoniiyle zithik
bulunmaktadir. Yapida tiim elemanlar dikdortgen formlarda olusturulmusken sadece bir elemana dairesel
olarak yer verilmesi temel tasarim ilkelerinden zithigi, sekil yoniiyle zitlik 6zelinde yansitmaktadir. Bu ilkeyi
olusturan oriintii dili analizi ise Tablo 6¢’de ifade edilmektedir.

Tablo 7. Zitlik ilkesinin analizi

Yapi Kiinyesi Yapi Gorselleri Tasarim Ilkesi

JFK Presidental Library
.M. Pei
1979/ABD

Zithk

Zatlik ilkesine referans veren bir diger 6rnek ise Tablo 7’deki JFK Presidental Library’dir. Bu 6rnekte hem
yapiy1 meydana getiren dgelerden sadece birinin siyah, geriye kalan birimlerin beyaz olmasi yoniiyle renk
zithig1; hem de silindir, dikdortgen, ticgen gibi farkli formlarin kullanilmasi yoniiyle sekil zitligi bulunmaktadir.
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Tablo 8. Oran ilkesinin analizi

Yapi Kiinyesi Yapi Gorselleri Tasarim llkesi

Villa Savoye Oran
Le Corbusier ” Al
1931/Fransa

Oran ilkesini
olusturan Ortintii

Le Corbusier tarafindan tasarlanan Villa Savoye’da yapinin genel agikliklari, pencere gibi donatilart ve yap1
sag-sol kismini olusturan elemanlarin benzer ve iliskisel boyutlarda olmasi temel tasarim ilkelerinden orana
referans vermektedir. Oran ilkesini saglayan iliskinin analizi ise Tablo 8c’deki acilimla ifade edilmektedir.

Tablo 9. Uyum ilkesinin yansimasi

Yap: Kiinyesi Yapi1 Gorselleri Tasarim Ilkesi

Guggenheim Bilbao

Museum Uyum
Frank Gehry
1997/Ispanya

Uyum ilkesini

olusturan oOriintii

Frank Gehry’nin tasarladigi Guggenheim Bilbao Museum (Tablo 9) ise birden ¢ok ve benzer geometrik etkiye
sahip birimlerden meydana gelmesi ve ortaya ¢ikan biitiiniin de bu birimlerle ortak 6zellikler tasiyor olmasi
yoniiyle temel tasarim ilkelerinden uyuma referans vermektedir. Birimler ve ortaya ¢ikan sonug firiin
arasindaki geometrik etkinin benzer olmasiyla olusan bu ilkenin analizini yansitan oriintii dili Tablo 9¢’de
ifade edilmistir.
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Tablo 10. Uyum ilkesinin yansimasi

Yap: Kiinyesi Yap1 Gorselleri Tasarmm Ilkesi

Lotus Temple
Fariborz Sahba
1996/Hindistan

Uyum

Uyum ilkesini
olusturan oOriinti

Guggenheim Bilbao Museum ile benzer sekilde Tablo 10°da yer alan Lotus Temple 6rneginde de yapiy1
meydana getiren dgelerle yap1 biitiiniiniin benzer geometrik 6zellikler tagiyor olmasi temel tasarim ilkelerinden
uyuma referans vermektedir. Bu ilkeyi olusturan oriintii dili ise Tablo 10c’de yer almaktadir.

Tablo 11. Simetri ilkesinin analizi

Yapi Kiinyesi Yapi Gorselleri Tasarmm llkesi

St. Mary Cathedral
Kenzo Tange
1964/Japonya

Uyum

Simetri ilkesini
olusturan Oriintii

c

Kenzo Tange’in bir diger eseri olan St. Mary Cathedral (Tablo 11) dikey eksende kesildiginde yapinin iki
yoniindeki 6gelerin benzer ve dengeli bir sekilde dagilim sagliyor olmasi temel tasarim ilkelerinden simetriyi
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yansitmaktadir. Birbirine denk elemanlarin bir eksen etrafinda dengeli dagilimiyla olusturulan bu ilkenin
oriintii analizi Tablo 11c’de ifade edilmistir.

Tablo 12. Simetri ilkesinin analizi

Yapi Kiinyesi Yapi1 Gorselleri Tasarim ilkesi

Seeley Historical Library
James Stirling
1968/Ingiltere

Simetri

o Simetri ilkesini
— olusturan Oriintii

Benzer sekilde James Stirling’in eseri Seeley Historical Library de (Tablo 12) dikey eksende ayrildiginda
yapinin sag ve sol kisimlar1 birbirine denk elemanlar barindirmaktadir. Bu durum temel tasarim ilkelerinden
simetriyi yansitmakta ve bu ilkeyi meydana getiren &riintii Tablo 12b’de yer almaktadir. Ote yandan Tablo
1’de yer alan Salk Institute 6rneginde yapi, orta noktasindan bir eksenle ayrildiginda her iki yonde de benzer
Ozellikte dgeleri barindirmasi sebebiyle temel tasarim ilkelerinden simetriyi yansitmaktadir. Benzer sekilde
Tablo 10’da yer alan Lotus Temple 6rnegi de merkezi bir eksen ¢izgisiyle iki pargaya ayrildiginda yapinin her
iki yoniindeki 6geler birbirine 6zdes olacagi i¢in tasarim ilkelerinden simetriyi de barindirmaktadir.

Tablo 13. Bitinluk ilkesinin yansimasi

Yapi Kiinyesi Yap1 Gorselleri Tasarim Ilkesi
— =

Solomon R. Guggenheim
Museum

Frank Lloyd Wright
1959/ABD

Biittinltik

Tablo 13°te yer verilen Frank Lloyd Wright’in tasarladigi Solomon R. Guggenheim Museum, yap1 kabugundan
i¢c mekanina dek devam eden benzer geometrik sekillerin/unsurlarin bir araya getirilmesi ve bu sayede yap1
biitiinlinlin olusum ve bigim ydnlerinden ayni dili paylasmasi yoniiyle temel tasarim ilkelerinden biitiinliigi
yansitmaktadir.
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Tablo 14. Bitinlik ilkesinin yansimast

Yap: Kiinyesi Yap1 Gorselleri Tasarim ilkesi

Royal National Theatre
Denys Lasdun
1976/ABD

Buttnltik

Denys Lasdun tarafindan tasarlanan Royal National Theatre 6rneginde de (Tablo 14) yapiy1 meydana getiren
birimlerin genel olarak kdseli hatlara sahip olmasi ve dolu kiitlelerden olusmasi, ayni iligki ve form dilinin i¢
mekanda da devam etmesi yoniiyle temel tasarim ilkelerinden biitiinliigii yansitmaktadir.

Tablo 15. Egemenlik ilkesinin analizi

Yap: Kiinyesi Yap1 Gorselleri Tasarim llkesi

Weizmann House r Egemenlik
Erich Mendelsohn 0l ’
1937/israil I
il
b .
Egemenlik
ilkesini olusturan
Orunti
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Tablo 15°te yer alan, Erich Mendelsohn tarafindan tasarlanan Weizmann House’da ise yapi biitiiniinde yer alan
unsurlar arasindan silindir seklindeki 6genin hem sekil hem de boyut yoniiyle genel kompozisyona gore baskin
olmasi egemenlik ilkesine referans vermektedir. Kompozisyonu olusturan bir unsurun sekil ve boyut yoniiyle
farklilastirilmasiyla olusan bu ilkenin analizini yansitan Oriintii dili Tablo 15¢’de yer almaktadir.

Tablo 16. Egemenlik ilkesinin analizi

Yapi Kiinyesi Yapi Gorselleri Tasarim lilkesi

Fallingwater House
Frank Lloyd Wright
1939/ABD

Egemenlik

[—
| — | |

Egemenlik ilkesini
[ | olusturan oriintii

Egemenlik ilkesine referans veren bir diger 6rnek ise Frank Llyod Wright tarafindan tasarlanan Fallingwater
House’dur (Tablo 16). Yapida elemanlarin biiyiik bir cogunlugu yatay sekilde yonlenmekteyken bir elemanin
dikey olarak yerlestirilmesi, aynt zamanda da doku yoniiyle digerlerinden farklilasmasi ile bu ilke
saglanmaktadir. Fallingwater House drneginde egemenlik ilkesini olusturan oriintii dili ise Tablo 16¢c’de yer
almaktadir. Bununla birlikte Fuji Broadcasting Center (Tablo 6) 6rneginde de dairesel formun diger unsurlara
baskin olmasi temel tasarim ilkelerinden egemenligi ifade etmektedir.

Tablo 17. Vurgu ilkesinin analizi

Yap Kiinyesi Tasarim Ilkesi

Yapi1 Gorselleri

Pompidou Centre

Renzo Piano-Richard a
Rogers

1977/Fransa

Vurgu

St T T
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DA

Renzo Piano-Richard Rogers tarafinca tasarimi yapilan Tablo 17°de yer verilen Pompidou Centre ise yapt
cephesinde yer alan 6genin 6n plana ¢ikarilmis olmasi sebebiyle tasarim ilkelerinden vurguyu yansitmaktadir.
Vurgu ve egemenlik benzer ilkeler gibi goriilmekteyken egemenlik ilkesinde bir baskinlik s6z konusudur.
Burada ise vurguyu saglayan unsur yapi geneline baskin olmayip sadece yapi cephesine alinmig olmasi ve
yapinin genel kurgusunda faydalanilan geometrik formlardan farkli olmasi yoniiyle bu ilkeyi yansitmaktadir.
Boyutta, sekilde, renkte ve tonda algilanmasi kolay karsitliklar olusturularak yaratilabilen vurgu ilkesi bu
ornekte hem seklin farkliligiyla hem de 6ne alinmastyla saglanmistir. Palace of the Assembly (Tablo 18) 6rnegi
de benzer sekilde yap1 cephesinde farklilagsan bicimsel eleman yoniiyle temel tasarim ilkelerinden vurguyu

yansitmaktadir.

Tablo 18. Vurgu ilkesinin analizi

Yapi Kiinyesi

Yapi Gorselleri

Tasarim Ilkesi

Palace of the Assembly
LeCorbusier
1963/Hindistan

Vurgu

Tablo 19. Koram (Hiyerarsi) ilkesinin analizi

Yapi Kiinyesi

Yapi1 Gorselleri

Sydney Opera House
Jorn Utsons
1973/Avustralya

Tasarim Ilkesi

Koram (Hiyerarsi)

Koram (Hiyerarsi)
ilkesini olusturan
oruntu
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Son olarak Tablo 19°da yer alan Sydney Opera House ve Tablo 20’de yer alan Centre Culturel Jean-Marie
Tjibaou yapilar1 biitiinii meydana getiren elemanlar arasindaki kademelenme ile temel tasarim ilkelerinden
korama (hiyerarsi) referans vermektedir. Buradaki elemanlarin bir eksen {izerinde siralanmasi koram
tiirlerinden merkezsel koram1 yansitmaktadir. Vurgu derecesine gore siralanan unsurlarla bir dizi ya da dizilim
etkisi olusturulan bu ilkenin analizini yansitan Oriintii dili de Tablo 19¢ ve 20c’de ifade edilmistir.

Tablo 20. Koram (Hiyerarsi) ilkesinin analizi

Yapi Kiinyesi Yapi1 Gorselleri Tasarim Ilkesi

Centre Culturel Jean-Marie

Tjibaou Koram (Hiyerarsi)
Renzo Piano
1998/ Yeni Kaledonya
Koram (Hiyerarsi)
ilkesini olusturan
ordntd

SONUC

Literattirde siklikla yer bulan, barindirdig: farkli boyutlar ve soyut uygulamalar sebebiyle dgrencilerin temel
tasarim egitimi ve igeriklerini kavramakta zorlanmasi problemine tasarim ilkeleri 6zelinde yaklasan ¢alisma,
bu soruna ¢6ziim Onerebilmek adina temel tasarim ilkelerini modern mimari yapilardaki somut yansimalar
iizerinden analiz etmeyi hedeflemistir. Bu dogrultuda calisma ile belirlenen Ornekler iizerinden tasarim
ilkelerinin yansimalar1 ve bu yansimalarin nasil meydana geldigi agiklamalar ve Oriintii iliskileriyle ortaya
konulmustur. Ogrencilerin kavramakta ve egitim hayatlarinin ilerleyen yillarma ya da meslek hayatlarina
transfer etmekte zorlandigi bu temel bilgilere yonelik uygulamali 6rnekler iizerinden gorsel analizleriyle
birlikte veriler ortaya konulmustur. Calisma sonucunda elde edilen veriler temel tasarim ilkelerinin somut
uygulamalarini ortaya koymakta, ¢calismanin oncelikli amaci olmasa da temel tasarim egitimi ve bu egitimi
olusturan igerigin Oonemini, meslek hayatinda dahi egitime baslanilan ilk yillarda &grenilen bu bilgilerin
kullanilacak olmas1 yoniiyle vurgulamaktadir. Her ne kadar tasarim egitiminin ilk yillarinda bu farkindalik
kazanilmasa da calisma ile temel tasarim ilkelerinin somut kullanimlar1 ve karsiliklari, 6rnek uygulamalar
iizerinden goriiniir kilmmustir. Bu sayede temel tasarim ilkelerinin yapilara nasil yansitildigi, yansitilabilecegi
ya da bu ilkelerin nasil okunabilecegine yénelik veriler ortaya konulmustur. Ilkeleri meydana getiren iliski
oriintiilerin analizi ile de 6rneklerin 6grenciler icin daha agiklayici olmasi hedeflenmistir. Caligma hem bu
analizler ve 6rnekleri ortaya koymasi yoniiyle hem de bunu yaparken 6grencilerde tinlii mimarlar ve eserleri
konusunda farkindalik saglayacak olmasi sebebiyle Onem tasimaktadir. Calisma bulgularindan
temellendirilerek gergeklestirilecek diger arastirmalar i¢in bu Orneklerin ¢esitlendirilerek bilgi havuzunun
genisletilmesi, ayn1 zamanda temel tasarim ilkelerinin yansimalarinin ilk yi1l sonrasi tasarim stiidyosu
ortamlarinda &grenci projeleri lizerinden okunmast ve bu yonde kritikler verilmesinin katki saglayacagi
diisiiniilmekte ve dnerilmektedir. Ote yandan calismanin, ortaya koydugu verilerle temel tasarim egitimini
olusturan iceriklerde, izlencelerde yer bulmasinin katk: saglayici olacagi diisiiniilmektedir.
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Abstract

This article aims to analyze the concept of Orientalism by considering Edward W. Said’s
theories on this subject and its critics through science fiction movies. A Trip to the Moon
(1902) can be considered as the first movie ever made and also the first science fiction
movie. Thus it is an ideal example for the historical reading of science fiction movies. As
in previous examples, this study examines the relationship between movies and science
fiction to deal with the effect of social events. Therefore, while analyzing the history of
science fiction movies, this study aims to examine the transfer of cultural conflict to
space. In order to achieve this goal, Edward W. Said’s perspective has been selected, a
controversial figure whose works are still influential. In this study, the qualitative research
method is used and the observation and interpretation of space in science-fiction movies
is discussed. Consequently, this study was developed according to these readings, and it
has been derived that there is no evidence of “Said’s Orientalism concept” in the design
of Science Fiction Movies.
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Extended Abstract

Introduction: The purpose of this article is to explore the concept of Orientalism through the lens of science fiction
movies, considering the dilemma of Edward W. Said’s main theory and its critics. While movies are considered a form
of art combining elements from various fields such as painting, literature, and music, architecture needs to be addressed
in general readings, even though it significantly impacts the production of movies, particularly space fiction. Science
fiction has its roots in literature, with Mary Shelley’s Frankenstein (1818) which is considered as the first work of science
fiction. However, the first motion picture with a science fiction theme was Georges Méliés” A Trip to the Moon (1902).
The connection between science fiction and movies progressed rapidly, and it is evident that science fiction has played a
crucial role in reading historical changes in movies. On the other hand, Orientalism refers to Western cultural researchers
studying Eastern cultures. Edward W. Said’s concept of Orientalism argues that it is a biased reading of Westerners and
has been widely accepted in the cultural studies community. However, scholars have debated whether Said’s perspective
is accurate, with some arguing that Orientalism can have neutral and positive meanings. This article aims to investigate
whether Said’s concept can be supported through science fiction in movies, specifically by examining the representation
of different classes and cultures in movie settings, as Said inferred about the ideas and prejudices of easterners from
western society. The boundaries of east-west representations will also be examined in this view. Overall, this article
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highlights the importance of architecture in the space design of fictional movies and its potential as a field of study, as
well as the close relationship between science fiction and movies. It also sheds light on the ongoing debate regarding the
accuracy of Edward W. Said’s concept of Orientalism and aims to explore its applicability in the context of science fiction
in movies.

Purpose and scope: The concept of Orientalism developed by Edward W. Said will be examined by considering whether
representations of eastern societies by the west are negative. Reading through themes of space is aimed at sci-fi movies.
The movies to be discussed in this paper start with the first science fiction movie, A Trip to the Moon (1902). Until the
1970s, many western science fiction movies featured space themes. After examining the movie that initiated the space
theme featured in A Trip to the Moon, movies such as Metropolis and Things to Come will be examined in relation with
the historical developments in science fictions. The latter two movies do not have a space theme but were important in
the evolution of science fiction at the time.

Method: This paper aims to explore the observation and interpretation of space in science fiction movies through
qualitative research methods. The selected movies will be reviewed using tables depicting the films’ entire spatial setup.
The paper also aims to explain the dilemma in Orientalism by contrasting Edward W. Said’s views on the concept with
the observable representations of Orientalism in the movies. The selected movies will be examined in the light of four
different categories in order to determine the category they belong to. These categories include; readable representations
in line with Said’s discourse in the representation of Orientalism, readable representations in contrast to Said’s discourse
in the representation of Orientalism, no readable representations on Orientalism, and balanced representations of
Orientalism. The classification will be based on analyzing the cultural identities of the characters and the places they have
used in the movies. The research aims to determine whether Orientalism can be applied to representations of space in
science fiction movies. The paper covers the history of filmmaking, starting from primitive movie representation, and
evaluates the scale of the space fiction presented by the movie. There will be no limitation on the scale of space fiction
as space is a developing element in the history of filmmaking.

Findings and conclusion: This paper aims to explore the evolution of science fiction movies set in space, from the
beginning of the medium’s history to the 1970s, through the lens of Said’s concept of Orientalism. The paper demonstrates
that readings can be made in different sociological fields using a spatial setup.

Keywords: Orientalism, Edward W. Said, Science fiction, Movie, Design

INTRODUCTION
Orientalism in the Dilemma of Edward W. Said and Its Critics

Orientalism has a very different meaning outside of Said’s concept. “Orientalist” originally referred to people
who specialized in Eastern people, their language, customs, traditions, religions, and literature. In addition,
artists who depicted the Eastern world were called orientalist painters (Thorton, 1983: 13). Contrary to what
is currently perceived, and this discourse provides a positive assessment of understanding. Orientalism was
initially defined as academic admiration and interest based on different cultures (Mackenzie, 1995: 11). In
1691, Anthony Wood described Samuel Clark as an Oriental who knew Oriental languages. This is the first
time the term was used to describe a person engaged in Oriental languages and literature (Arberry, 1943: 8).
Orientalism, which was first used as a word in 1779 and became a concept in 1838, described studies of both
the Near and Far East (Bulut, 2004: 4). In 1838, the French language acquired the Far East and East as words,
as reported by Bulut (Endress, 1988: 11). In 1939, Aime Cesaire’s poetry was referenced in a book of criticism
against Orientalism (Clifford, 1988: 1). It is said that when pre-Said debates were shaped by experts in the
Marxist environment who observed universalist criticism, Said moved away from materialist criticism and
strengthened his studies (Halliday, 1993: 6). Said did not view Orientalism only as a research concept but
based it on the ontological and epistemological division between the East and West. The song describes,
teaches, inhabits, and manages (Said, 1989: 15, 16) and indicates that Orientalism is not only a concept but
also a description of the purpose of description.

Based on a break with Said regarding Orientalism, he wrote that it is impossible to compile pure research and
transmission (Clifford, 1988: 3). He also provided examples of Arab representation in the social sciences
through popular images. In these examples, the “Arab” speaks of what started as something shameful in 1967
and how it evolved into something threatening after 1973 (Said, 1989: 299). Lewis, on the other hand,
contradicts Said. The use of the word “Orientalist” was banned at the 29th International Congress of
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Orientalists held in Paris in 1973 (Lewis, 1982: 50). Based on this prohibition, the negative meaning of the
word Orientalist was decided. Lewis argues that Orientalists are not people with hostile approaches, as Said
conveys (Lewis, 1982: 49). Harari, who can be considered supportive of Said’s discourse on culturalism,
defends Said with his concept of being Western. Harari stated that Europe entered the 1900s, emphasizing the
military, political, economic, and cultural developments from the 15th century. It was at the top of the world
economy and dictated how most countries should be governed (Harari, 2014: 278). Harari wrote that the people
of the 20th century who live in Europe are “Europeans,” regardless of their original identity (Harari, 2014:
279).

Following this argument, it is possible to infer in the following sections that Europe followed the colonial
system as it spread throughout the world. The perception of the positive aspects of being European or Western
emerged. For example, Belgians who traveled to the Congo aimed to colonize it. By mentioning this, Harari
revealed the dilemma of the situation using examples in which he may be correct in his two separate views
(Harari, 2014: 327). Edward W. Said’s understanding of Orientalism is that the West views the East as
different, with certain limitations and prejudices. He argued that Americans dominated the Orient after World
War Il (Said, 1989: 14). Curtis argued that the most explicit criticism of impartiality is in art, literature, music,
theater, and movies. He adds that, in these depictions, even if he admits the existence of negative behaviors of
Eastern life at certain points, aesthetics is ignored (Curtis, 2009: 14, 15). Lewis critiques the concept of
Orientalism as an exaggeration. He provides a scathing example of the intense interest in past research on
Greek mythology that was rejected and opposed by Greek patriots. According to him, elements such as Greek
history, language, and literature in American education are not intended to trample the Greeks but to defend
the critics of Said. He argues that defending the situation through Greek classicists would be absurd, but
through the Orientalists, this situation turned into a fantasy and mystery (Lewis, 1993). While some political
scientists and anthropologists oppose Said’s concept of Orientalism, they agree that the East is represented as
passive and cannot react to depictions. Although these scholars agree with Said, they say that subjects are
overrepresented (Parla, 1985: 13). Based on this discourse, even researchers who do not agree with Said are
not against his concept of Orientalism but have turned to formal discussions of representation. From this
inference, the importance of the concept of Orientalism that Said established could be understood. Orientalism
also mentions that the East is an oil resource and an anti-Arab Zionist. In addition, the Eastern man is
represented as either a lecherous Arab or a bloodthirsty rascal. Said discusses his representation as a sexually
immoral person capable of creative, tricky tricks but is basically a sadistic, perfidious man (Said, 1989: 300).

This study examines the concept of Orientalism as conceived by Edward W. Said, who claimed that the
“Western” views are opposite to “Eastern” and other distant societies’ views. It also argues that the critiques
of Orientalism are cultural readings. In line with this controversial perspective, this study analyzes the content
of western movies about other societies in science fiction movies made between 1902 and 1968. This study
considers Edward W. Said’s perspective as the main point of departure. Accordingly, to Said, the West views
itself as a developed race that explores other cultures while making modern and primitive comparisons. The
primitive region (except for Western historical representations) is considered as the area where Eastern
societies live, and the modern region is where Western people live (e.g., if the same region needs to be
compared with the pre-medieval lines, advanced lines, the primitive representation, and the modern reading
was done the representation). One approached this discussion by considering Said’s perspective and
Orientalism and by considering these viewpoints.

METHOD

This study employed a qualitative research methodology to examine the cultural relations between East and
West by analyzing the representations of good and bad characters in the movies discussed. Furthermore, in
order to reach a precise conclusion, cultural identities of places that integrate with “Good” and “Bad”
characters have been studied. Conclude with the cultural identities of the places that integrate this method with
the “Good Character”; the cultural identities will be based on places that integrate with the “Bad Character”.
It is also done in an overall review of the representation concerns of all venues. At the end of the research, the
scope of representations in space designs is analyzed.
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Figure 1. Research procedure of the study
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Figure 2. Research method of cultural identity

While discussing the regions of orientalism in the study, Said mentions that the new period of orientalism
understanding has passed from Europe to America. He says that a method that will keep the researcher away
from the living conditions, a class, a group of beliefs, a social community - consciously or unconsciously - or
acting as a mere member of the society on culture has not been yet developed (Said, 1989: 19). In this context
while keeping the research focused on America-based movies, the European/Western concept will be
maintained.

Purpose of the Study

Based on Said’s discourse, this study examines the science fiction theme through movies in space. For this
purpose, the set designers’ approaches will be examined based on the concept of Orientalism. There are
negative perceptions of Orientalism in science fiction movies. The perception changes in these movies are
chronologically examined by evaluating the relation between space and the context of opposing character
representations.

ORIENTALISM IN SCIENCE FICTION MOVIES
Origin of Science Fiction

No fiction emerges out of nowhere in the literary world, and science fiction is no different. Considering
primitive societies’ imaginary travels and utopias, it is possible to state that science fiction has existed since
prehistoric times (Baudou, 2003: 16). In these writings, Said saw the evolution of Baudou’s science-fiction
genre. He considered the roles played by the two species in this process important. From these examples, he
saw the story of the Greek writer Lukianos of Samsat presented as real, telling writers about one hundred
extraordinary events. In the adventures of a ship thrown to the moon due to a storm, Lukianos describes the
handling of subjects, such as an interplanetary war, a magic alien community, a well where everything that
happens in the world is heard, and the mirror he sees.

Later, he has seen imaginary travels as Charles Garnier’s 36-volume collection of “novels about dreams, secret
visions, and demons” that he collected from 1787 to 1789. Similar fantasy works include Gulliver’s Travels
and Robinson Crusoe and Milord Ceton’s trips to seven planets as scientific stops (Baudou, 2003: 17, 18). In
these works, although the writers’ main purpose was to tell stories of satirical or philosophical genres, Baudou
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handled works in which they perceived the possibility of their fantasies and imaginations. With its evolution,
the concept of dystopia includes anti-utopia and counter-utopia. Instead of being represented in the fictional
world, it depicts the feared world when looking at details (Baudou, 2003: 18, 19).

Fiction in science fiction is defined as imagining the future in line with the limitations and possibilities of
science and knowledge. He says that whatever the story of science fiction, even if it produces extreme
variations, will always be science at its core, even when it becomes unrecognizable (Meillassoux, 2015: 12).
Thus, it differs from fantasy literature. The narrative style, which starts with dream trips and utopias, has
evolved. It clings to reality at one point, keeping science at its core. This reality is the point that separates
science fiction from fantasy. Therefore, while Mary Shelley pioneered the genre, continuing fiction is moving
towards a new formulation different from its original conception. Science fiction can be read as a reflection of
the totalitarian aspects of humanity. This reflects what one’s species sees as destructive or constitutive of
beauty. The main purpose of science fiction is to show the importance of human beings in an effort to be right.
Humans are depicted as egocentric. Close Encounters of the Third Kind, as an example of science fiction dating
back to the 1970s until the research period, is seen as a reading that can break people’s arrogance and open
new doors that can move them away from human-centrism; on the contrary, it is emphasized in its document
(\Vassaf, 1999: 187, 188).

Harari, also inferred the importance of science fiction. It is viewed as the most important art form of the 21st
century. Only some people read academic articles on machine learning technology or genetics as their backup.
Movies like The Matrix and TV shows like Westworld and Black Mirror portray an age shaped by the most
important technological, social, and economic developments (Harari, 2018: 226). When reading in this
direction, the selfish view of science fiction continues to be discussed at every scale. This view is of great
importance to the aim of this research, which examines the representation of science fiction. It can be
concluded that the fiction of the movie will not be able to escape culturally superior race fiction. In this context,
it can be deduced that Western representation, the default representation of mainstream movies, cannot escape
the egocentric view of Eastern representation.

The History of Science Fiction

The foundation of science fiction is commonly accepted as Frankenstein. In this novel, while portraying the
monster of Frankenstein, the mystery of the monster’s creation is left incomplete. It is an important distinction
that it comes alive with some electrical interventions and that it gives life to the monster and makes it fiction.
This story was produced by seeking a scientific answer, unlike the monsters born mystically before it (Baudou,
2003: 20; Duijsens, 2011: 252; Ersumer, 2013: 10; Scalzi, 2005: 7). Behind this story, a new type of story—
science fiction—was created.

A Trip to the Moon (1902)

It is commonly accepted that A Trip to the Moon is the first motion picture in the history of filmmaking.
Although there was footage of a short moving train scene and boxing cats before, it is accepted by scholars as
the first movie to be considered fictional and kinetic movie (Leigh, 2016: 12, 13; Schneider, 2020: 20). In this
sense, A Trip to the Moon is not only the first example of a science fiction movie, but also one in which the
importance of science fiction in the birth of a movie is seen.

N —- % .
Figure 3. Mélies, G. (Directdr). (1 ).A frip to the moon [Movie]. Star Film Company.
Meeting area of scientists; production section of the spacecraft; launch of the vehicle to go to the moon.

The short movie has very few scenes. In the opening scene, a space set up with scientists, which was used as
a board meeting area, is observed. Here, scientists are presented as somewhat comical and confusing. The
spaces they occupy can be perceived as Western libraries. In the second scene, a rocket is produced. The spaces

124



IDA: International Design and Art Journal I)\
Volume: 5, Issue: 1 /2023

here have a more serious interpretation of the period. The glass ceiling and details of the glass space are visible
against the background of the rocket production room. The glass ceiling and the details of the place are similar
to a building called the Crystal Palace, which was considered the pioneer of modernism. The movie begins
with the moon scenes depicting the natives living on the moon, and their homes are represented as primitive.
In this sense, the astronaut and the representation of space are represented in the movie in a way that is both
hostile and primitive and has similar lines to the continent of Africa. The indigenous representations in this
movie may be considered harmful, with an aggressive attitude toward humanity. With this interpretation, A
Trip to the Moon, the first science fiction movie, has an Orientalist perspective, following Said.

Metropolis (1927)

Metropolis is not only an example of an early science fiction movie, but it also has an important place in the
movie history. Before the emergence of American and French films, movies made in Germany were popular,
and Metropolis is one of the most famous examples (Green, 2016: 18). It fits in with the devastating impact of
the movie Metropolis on individuals in New York’s large and impressive modern city (Coker, 2016: 31).

Figure 4. Lang, F. (Director). (1927). Metropolis [Movie]. Babelsber Studios; Paramount Pictures Universum Film AG.
Representation of the city of the upper-class; representation of the city where the lower-class lives.

In a commentary on the general architecture of the movie, it is said that it was designed as a space city far
beyond its time and inspired by Pieter Brueghel’s painting the Tower of Babel (1563) (Coker, 2016: 31). The
high architectural structures under which humans disappear are repeated in the lower-class layer. However,
the representations of buildings in this layer are far from the magnificence and resplendence of the upper one.
The structures in the lower layer are soulless and monotonous. A modern and advanced representation of the
upper layer in the representations of the lower- and upper-class structures is shown in Figure 4. The same
developments and differences were observed in the interior through modern furniture and bedroom lighting.
Many modern representational readings can be obtained.

Figure 5. Lang, F. (Director). (1927). Metropolis [Movie]. Babelsber Studios; Paramount Pictures Universum Film AG.
Upper class interior representations; Lower class interior representation.
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In the lower layer, primitive structures combined with spiritual symbols belonging to the working class are
seen in the interiors. In contrast to the upper floor, the mudbrick walls and carved openings exhibit
backwardness regarding construction technology. On the other hand, the doctor’s office is represented as
upper-class and modern. In addition to the lower and upper class two-layer structure of the movie, there is a
representation of the villain creator in the role of the doctor.

In these scenes, there is a reference to Frankenstein, which is considered to have inspired Metropolis. This has
been reflected in the moment of the robot’s revival. The scene in which the industry sees its true face. This
place becomes a reflection of the representation, similar to the representations of temples built for ancient
gods. Representations reminiscent of Egyptian sphinxes, in which the upper classes had lived, are shown.

Figure 6. Lang, F. (Director). (1927). Metropolis [Movie]. Babelsber Studios; Paramount Pictures Universum Film AG.
Representation of machinery; laboratory of the scientist.

The good and bad characters of the movie are not clear at one point. Although it initially represents the upper-
class characters as bad, the person who makes peace with the lower-class and factory boss is the son of the
upper-class city boss. Even though the lower-class characters are considered good, when they revolt, they are
depicted as an angry group that harms the upper class, themselves, and their children.

Figure 7. Lang, F. (Director). (1927). Metropli[Movie]. Babelsber Studios; Paramount Pictures Universum Film AG.
Closing scene; characteristics of the machines and layering of both the top and bottom layers.

Although he is not regarded as good or bad, the doctor’s character created the robot that caused the chaos in
the movie. In the end, the villain is the robot. Although the enslavement system is likened to ancient Egyptian
traditions, it is seen that the negative representation based on the doctor is not an Orientalist view but a modern
and Western representation. While the representation of modern and developed Western society is negative,
backward society has a possibility that is true while remaining in its essence. In this sense, it can be regarded
as a counter example of Said’s Orientalism.

Things to Come (1936)

In his 2011 book Sapiens: A Brief History of Humankind, Harari wrote “in 1500, humans were limited to the
surface of the earth, they could build towers or climb mountains, but the sky was reserved for birds, angels and
gods” (Harari, 2014: 248). The relationship between this primitive society and the sky was observed in the
postwar society of Things to Come in 1936. The sky is seen as a hard-to-reach fiction in a world that is in
decline after the war.
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EVERYTOWN

Figure 8. Menzies, W. C. (Director). (1936). Things to Come [Movie]. London Film Productions.
Upper band Everytown pre-war representation; lower band Everytown post-war representation.

In addition, a developed society is represented by sky people. Flying and being in the sky is inaccessible to
them. It can be seen that the representation of space in these people, unlike primitive people, does not tend to
go up from the surface, but to the bottom of the surface and underground.

|

Figure 9. Menzies, W. C. (Directo'r). (1936). Things to Come [Movie]. London Film Productions.
Everytown living areas; Sky people representation.

The sky overlooked many places in Everytown, where the movie was the set, with the first step of its enterance
of a man. While discovering the region, the readings of the spatial representations show that productions in the
last period are aging and have been used by primitive living things. Although these people who had previously
produced furniture, lost their order and their use of the space has also changed. Products such as tables and
chairs, made by people of the same period, are evaluated in a way that a primitive society can evaluate. In the
following scenes, the development of the sky life is seen. More of the regular life that Everytown people could

Figure 10. Menzies, W. C. (Direc ' u;:?ons.
Everytown development after sky people; Developed society indoor representations.
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After the sky, Everytown’s habitat began to develop. Contrary to Metropolis, which was an important
representation before it, this movie develops toward the underground, not toward the sky. Everytown develops
improved products to replace rough furnishings. Transparent furnishing representations begin to form more
frequently than usual. Seating units and glass tables, which have never been seen before, are in harmony with
details such as railings and elevators throughout the city.

The most important change in the representation of Everytown is its development, but the organization reaches
a unity. After passing through the primitive period, each product is placed randomly. The development of the
sky in the movie Metropolis is a sample of representation to the contrary of undeveloped and lower class.
Although the representation of every good and bad character in the movie shows primitive or modern changes,
there is no Orientalist element in the Western representation in either period.

Fire Maidens from Outer Space (1956)

The main subject of the movie’s script: Taking the journey called friendly scientific exploration, this movie
takes an important step in the theme of space exploration. The scientific discovery that occurs here is an
important emphasis on discovering other cultures. This emphasis can be considered a positive supporter of the
dilemma of Orientalism. The scene of the researchers trying to understand the newly discovered space in the
movie supports this thesis. While trying to understand their location in New Atlantis, they try to decide through
the methods of reading space and architecture. While talking about the period to which this architecture should
belong, the native Atlanteans say that they burned and belonged to Atlantis.

Figure 11. Movie Roth, C. (Director). (1956). Fire Maidens of Outer Space [Movie]. Great Britan’s Criterion Films.
World space representations in the space capsule.

The movie opens with a dialogue between a group of researchers in the spacecraft and a team of researchers
in the world with whom they are in contact. Here, representations of the spaces are in unity with each other, as
similar designs can be observed.

Figure 12. Movie Roth, C. (Director). (1956). Fire Maidens of Outer Space [Movie]. Great Britan’s Criterion Films.
Temple ghost and staircase; New Atlantis interior representations.

The design of the New Atlantis stands out for its much more primitive representation than that of Earth.
Building interior materials, primitive stone, and other materials such as torches are seen as lighting elements.
As mentioned in the movie dialogue, the representation of New Atlantis is similar to representations of ancient
cultures of the world. In addition to similarities in spatial setups, there are also very different representations
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of the world. Researchers who wake up first in their rooms see technologies with which they are unfamiliar,
such as the fact that the rooms have no doors and that walls are not transparent. Based on this, modern and
contemporary fiction exists in the spatial representations of this period. It was observed in the introduction that
the main element in the movie is a positive interpretation of Orientalism. In addition, although there were
primitive periods in this movie, these representations were made in the West. The Greek examples provided
by Lewis in his discourse can also be interpreted as different supportive readings.

Forbidden Planet (1956)

This movie covers a period when humans explored the entire solar system in 2200 AD. It deals with the
adventure of a group of scientists who set out to rescue captives on planet Alt air 4.

Figure 13. Wilcox, F. M. (Director). (1956). Forbidden Planet [Movie]. Metro-Goldwyn-Mayer.
Interior representations.

The most outstanding aspect of the spacecraft that was researched is that it was designed with different machine
aesthetics. The entire control mechanism is placed on a sphere in the middle. In previous examples, it was
observed that the vehicle control system, which was collected in a single center, started to look for different
purposes. In contrast to the vehicles used in previous movies, more functional setups were considered apart
from interior aesthetics. The representations are vehicles that reach the location where the user travels only
through the stage. Forbidden Planet interpreted these vehicles as not only cars but accommodation units during
long journeys and showed how human needs were met.

Figure 14. Wilcox, F. M. (Director). (1956). Forbidden Planet [Movie]. Metro-Goldwyn-Mayer.
Modern representation of alien house; interior representation; room of Morbius.

A robot picks up researchers from their vehicle and takes them to the survivor named Morbius. When the robot
takes them away, researchers encounter the representation of a modern house and shelter. This is seen as a
representation of a house, considered in detail in terms of design beyond an ordinary accommodation unit.
Materials in the house are made of old wood. Unlike other materials, they have modern representations of
industrial production. Seats belong to the modern installations of the period. In Morbius’ inaccessible room,
there is a modern house at the first entrance. However, it is a windowless room. The scene transitions to a
different area with a door in the next scene. This pass represents a cave that provides clues to the Kreel people
at the planet’s base. The Krell race is one million years ahead of humans and is mixed with the land. The design
elements change the spaces belonging to this race.
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Figure 15. Wilcox, F. M. (Director). (1956). Forbidden Planet [Movie]. Metro-Goldwyn-Mayer.
Interior representations. Spatial representations of the Krell race on the alien planet, interior representations of the
Kreel race on the alien planet.

At the same time, these spaces are machines themselves. In the film Forbidden Planet, the location of the Kreel
race is 60 square meters in total and is located deep underground. This is where the architecture differences
between races start to become apparent, particularly in terms of size. The physical differences in size between
the Krell races are represented in their architecture. For instance, the computer in the laboratory, which
Morbius wears on his head, remains large in scale. The movie incorporates different physical features and
ergonomic details to represent the different races. Morbius even mentions that his obsession with designing
the perfect fit for the Kreel race led to these ergonomic changes. Therefore, the film portrays the first examples
of ergonomic changes based on race in science fiction movies. Until this scene, space has always been rendered
humanely to represent the primitive and the technological. The Kreel race of Forbidden Planet creates a new
representation through its search for different ergonomics. This representation cannot be considered a cultural
reflection of Orientalism. However, house representation is Western. A positive point can be said to be in
Lewis’s view.

Barbarella (1968)

In the movie Barbarella, social issues such as war are portrayed as being far behind in a futuristic society. The
state no longer requires police or soldiers due to their advanced development. However, the issue of weapon
production is still present, and Barbarella is assigned to investigate it. She is the main character of the movie,
portrayed as an erotic female figure.

3 1n
| ]

®

Fiure 16. Vadim, R. (Director). (1968). Barbarella [Movie]. Marianne Production.
Space ship interior representation.

The movie begins with a shuttle in which Barbarella is traveling. At first glance, the interior of this shuttle
contains many objects that have been added for aesthetic purposes. On the other hand, sculptures and paintings
on the ship serve as functional features. It is seen that the sculpture and also the frames of the walls are
computers. In these representations, no cultural reading can be made of the space.

After this scene, the planets and vehicle representation are left out, and the housing city becomes the
representative. She travels searching for a citizen of the world republic named Doctor Durand Durand. The
community settlement on the planet is a city called SoGo. This living space was built on a living lake consisting
of many layers. It produces energy using the evil. Thus, the city receives electrical energy. There is a labyrinth
at the entrance of the lake. Subsequently, different representations are observed in SoGo’s class spaces.
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Figure 17. Vadim, R. (Director). (1968). Barbarella [Movie]. Marianne Production.
Representation of Barbarella’s SoGos and their relation to the labyrinth; representation of the interior and city
Barbarella’s SoGos.

Sogo has an entrance similar to the Minotaur and Labyrinth representations, among the oldest representations
in mythology. The labyrinth theme is integrated with the story of the Minotaur in the oldest representation of
Greek civilization. In this sense, the use of the labyrinth in the backward part of Greek society of the modern
people of Sogo can be read as a situation against Orientalism. The representation of the Sogo people after the
maze is much more modern. These modern representations include transparent Western modern architecture,
Shishas, and other elements. It features representations of gigantic spaces where it merges with representations
integrated with Eastern cultures. This can be interpreted as anti-Orientalism, with a common approach to both
sides over these combinations. Representations of Barbarella are virtually unseen, except in the maze, where
she uses fragments from ancient customary societies. Contrastingly, efforts to create different spaces within
their identities can be read. In this sense, one can see the influence of Star Trek. In addition to this, it can be
read that these new spatial identities and anti-Orientalism representations are included.

FINDINGS AND DISCUSSION
Orientalism and Design Relations Findings in the History of Science Fiction Movies

In A Trip to the Moon, there are offensive representations of moon people and Africa. This is represented by
showing integrity with the locals in the region. In this sense, it is possible to create a supportive reading of a
backward society integrated with the primitive tribe and the backwardness of hon-Western societies in Said’s
theory.

In Metropolis, the underground people who remain in the background may represent societies exploited by
Westerners. In this sense, while Western representation is shown as colonialist, the backward society is
glorified. In this sense, Said’s perspective can be interpreted as the opposite representation.

In Things to Come, there is no representation that can be read as Eastern. Since the representations are
completely Western-oriented, it is not possible to read them through Said and his opponents.

In Fire Maidens from Outer Space, there are too many Greek mythological representations in the architecture
of the planet where the main characters encounter evil. While this contradicts Said, it supports Lewis's strong
objections.

In Forbidden Planet, no matter how the representation of the Western house is, it is developed by the user.
Unlike cultural transmission in representations of alien races, there are different ergonomics. The aim of the
design application is to represent it without identity. It is not possible to interpret the movie through Said and
his opponents. In addition, detailed designs were presented with representations of different races for the first
time.
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Regarding Barbarella, it has been read that he applied a balanced representation by using both Western and
Eastern representations in the designs.

Table 1. Results of Orientalism relationship in movies

Re_prese_ntatlon _of In_the representation of Lack of readable Balanced
. orientalism, legible orientalism, readable - .
Movie S ; representations on  representations
representations in line  representations contrary - . ; .
: S M orientalism on orientalism
with Said's discourses  to Said's discourses
A Trip to the Moon X
Metropolis X
Things to Come X
Fire Maidens from Outer Space X
Forbidden Planet X
Barbarella X
Total: 1 2 2 1

The relationship between the history of science fiction and Orientalism is examined in the above table. At the
same time, two items support Said’s statements, and four support Lewis’s discourse that contradicts Said. In
addition, it was determined that, in two items, cultural elements could not be interpreted in the spatial setup.
In the other two items, they were used in a balanced manner. According to these examinations of the scenes,
only one readable representation of Orientalism was found in line with Said’s discourse, while two were found
in the representation of Orientalism’s contrary perspective of Said’s discourse.

CONCLUSION

Expanding on the notion of an anti-Said perspective in analyzing Orientalism through spatial design, it is
important to acknowledge that this stance is more comprehensive than scholarly discourse. The development
of science fiction films serves as a compelling case study on how popular culture can mirror and challenge
dominant narratives pertaining to the East and the West. Through an exploration of film readings, it becomes
evident that design fiction, beyond Orientalism, has led to considerable advancements in set design over time,
creating elaborate and imaginative worlds that are not necessarily tied to any specific cultural tradition. Instead,
these film sets often draw on various influences, amalgamating elements from different cultures in imaginative
and unforeseen ways. The dynamic landscape of science fiction movies presents an intriguing lens through
which to investigate how design can reinforce and contest Orientalist discourses. By conducting a more
detailed analysis of these films, we can gain a more profound comprehension of design's role in shaping our
perceptions of the world and its potential to serve as a tool for subversion and resistance. While previous
research has predominantly concentrated on design-focused inquiries, it has become clear that historical
research can be carried out using a design-oriented lens without solely remaining within the realm of design.
It has been ascertained that an analysis aligned with Said’s perspective cannot be formed based solely on the
spaces depicted in the films examined throughout this study. This discovery has only emerged through an
evaluation of the spaces themselves, which represent a single aspect of the films. Based on this analysis of
spaces, other elements, such as characters and their roles, can be scrutinized and analyzed through alternative
perspectives.
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Abstract

The purpose of this study is to discuss the link between the photographer and the city
based on a close reading of the historical dislocation and the transformation of urban
space. Therefore, it is possible to say that both in the past and today, migrations are
changing urban spaces by influencing the social, cultural, and economic structures in
cities. In this context, the study focuses on the mappings produced in photographer's
studios in lzmir between 1900 and 1950. Mapping is a creative method that
accommodates various representation possibilities and that consequently propounds
unpredictable relationships. In this framework, in order to show both the experiences of
the exile and their reflection in urban spaces, the network of photographers in the city
have been visually analyzed. Before 1922, 62 photographers were active in {zmir. Around
half of them were from Levantine or Armenian origin who settled in Izmir, and their

studios were situated on the Frank and the Rose Streets of the city. After 1922, Turkish-
Muslim photographers replaced them. Most of these Turkish-Muslim immigrant
photographers preferred to open their studios around Kemeralti as a significant
commercial zone. Habits of urban space use and the Kemeralt1 region were reshaped and
defined together with the existence of these immigrants.
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Extended Abstract

Introduction: In consideration of the density of photography studios in Anatolia at the end of the 19th century and the
beginning of the 20th century, Izmir province comes second, following Istanbul. It is not known who established the first
local photography studio in Izmir. However, during this period the active local photography studios were operated by
Levantine, Greek, and Armenian photographers, outnumbered by Levantine photographers. The studios are concentrated
around the Frank Quarter and Gl Street, where non-Muslims reside, just as in Pera, Istanbul (Atay, 1997; Ozendes, 1995;
Daset, 2012; Sezer, 2018). In 1922, photography studios in the city were damaged along with the Frank Quarter, and most
of them were destroyed together with their archives. The extent of the disaster, which was recorded in history as the Great
Fire of Smyrna 1922, was revealed only at the end of the fire. Such a disaster has left behind a devastated urban fabric
and, accordingly, huge problems regarding fundamental needs such as housing, nutrition, health, and education. In
addition to these fundamental issues with such human extents, considering the disruption of the trade cycle, which is the
livelihood of the city, it is seen that the city experienced a multifaceted collapse in spatial, cultural, and economic contexts.
The fire damaged both the appearance and the people of the city. This period of change continued with the mandatory
exchange of population known as Mibadele (Compulsory Population Exchange). There is no data on the newly
established studios or those that continued to operate between 1922 and 1924. It can be said that the photography studios,
along with their equipment and archives, were damaged, even destroyed due to the fire and that the above mentioned non-
Muslim local photographers had to leave the city in conjunction with the compulsory population exchange. The city that
immigrant photographers see when they arrived to Izmir, was trying to dress its wounds in all areas. Not only the changing
demographic structure but also the idle fire zone at the heart of the city impelled daily life practices and locations to
change. Since the 17th century, the use of urban space, especially focusing on trade and entertainment, has been radically
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interrupted. At this point, immigrant photographers were positioned around Kemeralti as a significant commercial zone.
Habits of urban space use and the Kemeralt1 region were reshaped and defined together with the new immigrants.

Purpose and scope: There are few studies focusing on photographers and their studios operating in 1zmir before 1922,
The first study on this subject was published by Fabio Tito and forum members affiliated with the Levantine Heritage
Foundation in 2010. According to this research, it was determined that “62 photography studios” belonging to Levantines
were operated in Izmir between 1860 and 1922. The complete list of these studios is provided with the source information
(Tito, 2010). In the book of Engin Ozendes titled “Photography in the Ottoman Empire,” published in 1995, 47
photographers were listed as actively operating in Izmir between 1839-1919. Along with local photographers, also the
visiting photographers from Istanbul who came for short-term activities, took place in this list. In her 2012 study, Semra
Dasci listed 14 photography studios and regarding information that are mentioned in four trade yearbooks issued regularly
between 1893-1896. Thus these three significant sources which incorporate the data on photographers and photography
studios, have been the primary sources of this study. The data were arranged in parallel with the literature search, and a
single list was obtained. Based on this list, a study was conducted focusing on the address information of the photography
studios or data on their locations within the city. In the scope of the paper, the city’s dramatic change is read through the
relations of the local photography studios with the city and their selection of places in the city.

Method: James Corner (1999) defined that the mapping is a creative method which accommodates various representation
possibilities and thereby propounds the unexpected relationships. He classifies the creative mapping processes and
discusses the four basic techniques as drift, layering, game-board and rhizome. The rhizome technique defined by Corner
is the latest technique, which was initially improved by Gilles Deleuze and Felix Guattari. This technique represents an
environment, which propounds the plural spatial readings, spatial usages and their effects along with multivariate and
complex combinations. Through this mapping process in point, which is also a quantitative method, it is possible to re-
read the compiled data by visualization. In this study, the relation of urban space and its usage with multiple variables is
presented on the basis of studio locations of the 1900-1950 period.

Findings and conclusion: As a result, the photography studios, mostly belonging to European immigrants that appeared
on Frank Street, left their place to new immigrants during the fire and the subsequent migration process. This new
immigrants were mostly Turkish-Muslim photographers who came to Anatolia from Europe during the compulsory
exchange period. Thus the existing photography studios’ owners have been changed by passing the control of one ethnic
group to another one. This should be addressed both as a result of the population exchange process and the great fire. It
seems that the consequences of the exchange process associated within the new formation of the city, would be different
if the fire in 1922 did not occur.

Keywords: Photographer’s studios, 1zmir, Mapping, Exile, Urban culture

INTRODUCTION

The formation of identity is a historical phenomenon associated with physical space. This is not a one-sided
relationship, it is a mutual interaction. Space is shaped by activities and shapes them. At this point, studies
focusing on groups outside the mainstream allow re-readings on spatial analysis. Within the scope of the study,
the change in the spatial preferences of photographers as a craftsman group in the city is discussed together
with historical breaks. Thus, a re-reading of the change in the use of urban space is presented.

In Frenk Street, where izmir’s first photography studio is located, the functional and cultural continuity was
interrupted both by the Great Fire of Smyrna in 1922 and the population exchange process. Then, during the
reconstruction process involving the new city-dwellers (or migrants from Greece), the traces of Frank Street
were washed away; and the commercial character of the Kemeralt1 area, which was previously a secondary
commercial area, has evolved. The aim of the study is not to reveal an unknown relationship between
photographers and Izmir city history. As one of the many developments brought about by the historical
environment in a certain period, it focuses on the photographer’s changing identity and location preferences.

METHOD

In the scope of the article, the city’s dramatic change is read through the relations of the local photography
studios with the city and their selection of places in the city. James Corner (1999: 213, 228-250) defined
mapping as a creative method that accommodates various representation possibilities and thus propounds
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unexpected relationships. He classifies the creative mapping processes and discusses the four basic techniques
as drift, layering, game-board, and rhizome. The rhizome technique defined by Corner is the latest and has
initially been improved by Gilles Deleuze and Felix Guattari. It represents an environment that propounds
plural spatial readings, spatial usages, and their effects, along with multivariate and complex combinations.

Within the scope of this study, the mapping process, which is also a quantitative method, has been possible to
re-read the compiled data through visualizing. Based on the Goad plan of 1905, architectural elements on Frank
Street that have survived or do not currently exist but can be located were determined, and a layered city map
was created in line with these determined traces. The data on local photography studios working actively
between 1900 and 1950 have been compiled, and their locations were marked on the map. In parallel with the
city's changing demographic structure, the location preferences of the photographers in the city have been
revealed. The identity and spatial shifts caused by the Great Fire (1922) and the Population Exchange (1923)
processes that resulted in permanent spatial changes and transformations in 1zmir were scrutinized. Visualized
data not only provides a scientific result but also provides the ground for new questions and research. Thus,
spatial re-readings and inferences are possible, especially in the intersection of urban and art history.

FINDINGS: FRANK STREET AND PHOTOGRAPHY HOUSES

Rauf Beyru describes in his book Life in Izmir during the 19th Century (19. Yiizyilda Izmir’de Yasam)
published in 2010, a group of people whose arrival in the city dates back to the early 15th century and who
were called as “Franks” or sometimes as “Levantines”. Some others consider the Franks or Levantines as an
accumulation of various races transported or moved to Izmir, since all foreigners of European origin during
the Ottoman period were described with these names. Although there is no consensus on the exact definition,
it is accepted that all people who came from a European family and settled in this country are called Levantines.
On the other hand, Frank is a name given to all foreign subjects. According to Cadoux (2003), in the Ottoman
Empire, non-Muslims of Western origin, other than Greeks, Armenians, Jews, were called Franks because at
the end of the 13th century these people lived in Izmir’s area between the Mimar Kemalettin Street and
Alsancak at present, which was known as the “Frank Quarter”. The foundations of this area (i.e. the Frank
Quarter) have been laid during the Byzantine period.

According to Dogan Kuban (2001), the Latins, who had the privilege of settling and trading in the city in the
13th century, settled around the port and in the part that would later become the Frank Quarter, making the
city a center of trade and culture. In the 15th and 16th centuries, the city’s settlement pattern that was formed
in the previous centuries did not change, the Latins continued to live and trade around the harbor, and the Turks
continued to live in the upper parts of the city. Emel Kayin (2010: 346) stated that the central trade in the 17th
century was concentrated in the Kemeralt1 region, where the inner port is located. By the 19th century, this
Eastern style bazaar grew on the filled port area, and in the Frank Quarter and following the developing
commercial activities on Frank Street, the Frank Bazaar was found, where European goods were sold. It is
possible to say that by the end of the 19th century and the beginning of the 20th century, the most developed
and vital regions of Izmir, in terms of trade, were the Frank Quarter and Fasula Square. By a rough description,
this region is located at the intersection of Frank Street (Sultaniye Street) and Tesrifiye Avenue, about 100
meters behind the Italian Girls” School built in 1905 (Figure 1). Due to its proximity to the port and the dock,
its nature as a commercial center, and the fact that it is a living space for the population interested in
photography, the first photography studios in Izmir were opened in this region (Figure 1).

Izmir was first photographed on February 8, 1840. Following the arrival of the French painters Horace Vernet,
Charles Marie Bouton, and Frederic Goupil Fesquet to Izmir on February 8, 1840, on their return from the Far
East travel, Anatolia and therefore Izmir was photographed for the first time. Later on it has been understood
from the photographs in periodic albums that the city was photographed by various people at different times
and contexts. In this framework, the French writer Maxime du Camp recorded the vicinity of 1zmir and Ephesus
in 1843. The city of 1zmir and the ruins of Ephesus were among the Anatolian cities where A. De Moustier
took photos in 1862. In 1893, the album work prepared upon Sultan Abdulhamit’s request, featuring students
of schools in Anatolian sanjaks (districts), was also shot in 1zmir (Sezer, 2018: 68-69; Ozendes, 1999: 10-12).
It is also known that Pascal Sebah and Abdullah Brothers from Istanbul came to Izmir at various times and
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took studio photos (Atay, 1997; Tito, 2010). In 1842, foreign photographers started to sell photography
equipment and instructed people in using these equipment in 1zmir, along with Istanbul (Hannoosh, 2016: 4).

[ Yazme Ha
FRENCHHOSPITAL "k,

F /J : =
Figure 1. Frank Street in the 19th century

On the other hand, there are few studies focusing on photographers and studios operating in Izmir before 1922.
The first data come from the research results published by Fabio Tito and forum members in 2010 affiliated
with the Levantine Heritage Foundation. According to this research, it was determined that “62 photography
studios” belonging to Levantines were operated in Izmir between 1860 and 1922. The complete list of these
studios is provided with the source information (Tito, 2010). In the book of Engin Ozendes (1995: 59-60) titled
“Photography in the Ottoman Empire”, 47 photographers were listed as actively operating in Izmir between
1839-1919. Not only the names of local photographers but also the names of the visiting photographers from
Istanbul who come for short-term activities, were listed. In her 2012 dated study, Semra Dasc1 listed 14
photography studios and related information that are mentioned in 4 trade yearbooks issued regularly between
1893-1896. Within the scope of this study, the data on photographers and photography studios from these three
sources were assembled. The data were arranged in parallel with the literature search, and a single list was
obtained. Based on this list, a study was conducted focusing on the address information of the photography
studios or data on their locations within the city (Table 1).

Table 1. Listing of pre-1922 photographer studios

Photographer / Photographer / Photographer / Photographer / Photographer /
Studio Studio Studio Studio Studio
(Ozendes, 1995) (Tito, 2010) (Tito, 2010) (Tito, 2010) (Ozendes, 1995)
1 Frith, Francis 20 E. Sarti 41  H.Bakas 61 gi'l':‘fcdhu”ah and A. Abdullah, Cosmi
Kessirbachian, Kirkor D. Iskender & B. D.S. . . . .
2 Zaki 21 Zitbdiji 42 Athanassiades 62  Antoine Zilpoche Zilpoch, Antoine
3 Lorent, Jacob August 22 F. Reiser 43 El Racas 63 z‘hgtizgraphle El-Beder EI;Beder (Chiclian,
4 Makinistyan, L. 23 ﬁ/l Dsrearggci)gettl & 44 X. Caracalos 64  Castania Freres Castania Freres
5 Marathan 24 El Veder 45 B. Chichlian 65 F.W. Krabon Krabow, F.W.
- Konstantinopulos ol A. (Alexander)
6 Matisian 25 AB. 46  Ghéralis 66 Svoboda Svoboda, A.
7 Mavyan, Mardiros 26 Ilias Bakos 47 Hadjélis 67  Rubellin pére & fils Pere, Rubellin
8 Pateraky Freres 27 T.G. Nesesian 48 ::::fgzglrﬁ) phie 68  N.S. Athanassiades Athanassiades, N.L.
9 Ragnello, R. 28 M. Chazelis 49 gz:gﬁgraphle 69 G. Sosiadis Sociades, Georges
10  Adjemian 29 N. Theodoru 50 1. Antovik 70  Spiro Calighéris Galligheris, S.
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11 Asfarian, T.F 30 Sislian 51  Baindirli 71  Carlo Bukmedjian Bukmedjian, Carlo

. - . Dhiamandopoulo Dhiamantopoulos,
12 Atjemian 31 S. Kalligeris 52 P. Geralis 72 Periclis Periklis
13 Bacas, E. 32 Michel 53 K. Doumanian 73 Sarian . Sarian, I.
14 Basmadj ian, Ch. 33 N. Zambat 54 |. Zografos 74 Sociades Emm. Sociades, Em.

. J. Zilpoche-Ch. -
15  Bed ford, Francis 34 Bukmedjian 55  G. Kalligeris 75 D. Zades Zade, D.
16  Berggren, Guillaume 35 B. Chieiilian 56 | Kalligeris 76  A. Boyadjian Boyadjian, A.
17 Bonfils, Felix 36 J. Minerva Nisso 57  S. Kalligeris 77 X Karacolos Karacalos, X.
18  d'Andria, D.J. 37 N. Pantzopoulos 58  A. Kokonis 78  Jules Lind Lind, Jules
. s . . Photographie :
19  de Nerval, Gerard 38 Pierre D’andria 59  Danielo 79 I’Acropole Acropoli
39 Photographie 60 I. Lind 80 N. Zographos Zografos, Niko

L’agneau
40 Ks. Karakalos

When the density of studios in Anatolia at the end of the 19th century and the beginning of the 20th century is
considered, Izmir province comes second, following Istanbul. Who established the first local photography
studio in Izmir is unknown. However, the active local photography studios were operated by Levantine, Greek,
and Armenian photographers. The most populous group here was constituted by Levantine photographers. The
studios were concentrated around the Frank Quarter and Gl Street, where non-Muslims reside, just as in Pera,
Istanbul (Atay, 1997, Ozendes, 1995; Dasc1, 2012; Sezer, 2018). Among these photographers, it is necessary
to mention Alphonse Rubellin specifically. Rubellin, thought to be a Levantine of French descent, opened a
studio called “Rubellin Péré et Fils-Photographie Parisienne” in Saruhan passage on the Frank Street, around
1860-1870. The recordings of the studio can be traced back to 1913. Most of the photographs of Izmir dated
before 1922 that reached today were shot by Rubellin, and some of these photos have been printed as postcards
later on (Tatlibal, 2017: 163; Saygi Geng, 2018: 11; Dasc1, 2012: 49).

Figure 2. Non-Muslim photographers and their studios around Frank Street before 1922

During this period, photography studios primarily serve in the field of portrait and commercial photography.
In sources such as trade yearbooks, one can find the pricing of the studios and brief information on the type
and details of the service they offer. For example, in Izmir Trade Yearbooks of 1893 and 1894, the following
explanation is given for the studio named Michel, located at Gil Street No. 47: “Large group portraits and all
kinds of reproductions. ¥ dozen commemorative portraits for ¥2 Mecidiye. Natural-sized portraits for 1 Turkish
lira” (Dasc1, 2012: 49). The photographer full name was mentioned as “Michel August” in the yearbook of
1895 (Tito, 2010).

In his book Izmir during the Armistice - Before and After Nail Morali mentions the photographer Zografos
while conveying his own memories of the pre-fire period. “In the Frank Quarter, photographer Zografos was

138



IDA: International Design and Art Journal
Volume: 5, Issue: 1 /2023

DA

a very successful artist with his aquarelle enlargements. I liked a colorful enlargement of Zografos and bought
it on the condition that it was not displayed” (2002: 103). The Levantine Heritage Foundation list mentions I.
Zografos working at Rue Stamou and N. Zographos working at Rue Franque (Tito, 2010). In his book,
Ozendes (1990: 60) only mentions the name of Niko Zografos. Also, what Nail Morali mentions is probably
the studio of Niko Zografos.

In 1922, photography studios in the city were damaged along with the Frank Quarter, and most of them were
destroyed together with their archives (Table 2) (Figure 2). Etem Tem, a photographer alongside Mustafa
Kemal during the war between 1919-1922, also mentions the fire and the burning photography studios in the
interview he told about his entrance to Izmir and its aftermath.

Then we entered the city in cars. My first move was to find a photographer. | gave seven or eight rolls of films I shot
in Kocatepe to a Rum (Greek of Turkish origin) photographer. We turned and walked around a little to pass the time...
Then we came back. When the photographer saw us coming in, he shouted, “Your photos are amazing”. | looked, the
photos were still wet... | looked at them... they were really great. I’ve been waiting for this moment all the way from
Usak to Izmir. It took another day for the photos to dry out and be ready. We returned to headquarters, Bornova, to
come and get it the next day. The next morning we got to Izmir by car... the nation spilled on the roads... there was a
holiday spirit... “Mustafa Kemal will come soon”, we said... You should have seen that moment... Izmir was burning...
Either friend or enemy was obvious... Izmir was burning... we could barely get to the place where the photographer’s
shop was. But what should we see?.. The shop burned down... | had a few films left that I could develop on that barn-
like place in Usak... all the others burned down along with the photographer's shop [Sonra otomobillerle sehre girdik.
IIk isim bir fotograf¢1 bulmak oldu. Kocatepe’de ¢ektigim yedi sekiz rulo filmi bir Rum fotografciya verdim. Zaman
gecirmek icin etrafta biraz dondiik, dolastik... Sonra yeniden geldik. Fotograf¢: geldigimizi, igeri girdigimizi goriince,
‘fotograflariniz bir harika’ diye bagirdi. Baktim, fotograflar daha yasti... Doya doya baktim... Hakikaten birer
harikaydi. Taa Usak’tan {zmir’e kadar bu am bekliyordum. Fotograflarm kuruyup, hazir olmast i¢in bir giin daha
lazimds. Ertesi giinii gelip almak iizere karargaha, Bornova’ya dondiik. Ertesi sabah otomobille indik izmir’e... Millet
yollara dokiilmiistii... Bayram vardi... ‘Biraz sonra Mustafa Kemal gelecek,” dedik... Gérmeliydiniz o an1... {zmir
yantyordu. .. Ne dost ne diisman belliydi... Cayir cayir yaniyordu Izmir... Fotografci diikkaninin oldugu yere giicliikle
varabildik. Fakat ne gorelim?.. Diikkkan yanmisti... Usak’ta o ahir bozmas: yerde yikayabildigim birkag film kalmisti
elimde. .. Otekilerin hepsi, fotografci diikkaniyla birlikte yandi kiil oldu]. (Ak, 2001: 63-64)

Table 2. Listing of pre-1922 photographer studios and their address

Photographer / Studio Address
1 Cosmi Abdullah and Antoine Zilpoch  Rue Franque, Local Baindirli, vis-a-vis la Rue Hadji-Stam
2 Antoine Zilpoche Rue Franque, a coté des sceurs de la charité, Smyrne
3 Photographie El-Beder & Cie Rue Franque, Local Ruegg, Smyrne
4 F.W. Krabon Rue Franque, N. 157, vis-a-vis Passage Aliotti, Smyrne
5 F.Reiser Rue Franque, Smyrne
6  Rubellin pére & fils Rue Franque, Passage Psaro-Khan, Smyrne
7  Phot. Studio S. Dragonetti & M. Sergio Rue Binbachi Chereffeddine bey No. 11
8 N.S. Athanassiades Rue Franque, Smyrne
9  El Veder Rue Gallazio
10 Konstantinopulos A.B. Rue Gallazio
11 llias Bakos Rue Gallazio
12 T.G. Nesesian Rue Armenia
13 M. Chazelis Rue Rodon
14 N. Theodoru Dervisoglu Han1 Sokak
15 Sislian Passage Ruk
16 G. Sosiadis Agios Dimitrios Sokak
17 S. Kalligeris Katircioglu Sokak
18 Spiro Calighéris Local Rossi
19 Michel Rue des Roses No 47.
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20 N.Zambat Place Fassola No 77.

21 J. Zilpoche et Ch. Bukmedjian Petite Rue des Roses

22 Carlo Bukmedjian Pass. Rue des roses

23 B. Chieiilian Ann. p. 29 rue Gallazio 1

24 ). Minerva Nisso Rue des Roses

25 N. Pantzopoulos Rue Franque

26 Pierre D’andria pass. Rue des Roses no.18
27 Dhiamandopoulo Periclis Rue Hadjistam /Guys pasajt
28 Photographie L’agneau Rue Fassola

29 Sarian I. Rue Basmahané

30 Sociades Emm. Rue Fardhi Socak, St-Dimitri
31 D. Zades Madama Han

32 A. Boyadjian Rue Basmahané

33 B. Chichlian Rue Gallazio

34 X. Karacolos Loc. Paterson

35 JulesLind Smyrna — Rue des Roses, 47
36 N. Zographos Rue franque- en face de la maison Solari
37 1. Antovik Madama Han

38 Baindirli Odos (Rue) Rodon

39 P. Geralis Odos Europaiki (Rue Franque)
40 K. Doumanian Rue Basmane

41 |. Zografos Rue Stamou

42 G. Kalligeris Rue Franque

43 |. Kalligeris Impasse Sponti

44  S. Kalligeris Rue Armenia

45 A. Kokonis Rue Rodon

46 Danielo Rue Fasoula

47 1. Lind Rue Gallazio

Great Fire of Smyrna (1922)

The Turkish War for Independence, which lasted for four years following the First World War, ended in 1922
in Izmir. During this period, when the Turkish army entered the city and the Greek army left, 1zmir was the
scene of all the events called the “Great Fire of Smyrna.” It is stated in various local and foreign sources that
the fire started on September 13, 1922, and was barely contained and ended on September 18, 1922.
“According to estimates, 25,000 houses were burned down, 300,000 people were left homeless, and thousands
were injured, and died” (Kaya, 2010: 23). The fire ended, leaving permanent damages to the city. Following
the destruction of the fire, all services were disrupted in the city, and there was a shortage of food and shelter.
The chaos in the city decreased with the end of the fire, but the damage it caused in the city became more
visible day by day. The fire completely destroyed various areas that had a real place in the city’s memory. The
city’s population, which can be classified as Turks, Rums (Greeks of Turkish origin), Armenians, Jews, and
Levantines due to its heterogeneous structure, was greatly affected by the fire.

The fire, which started simultaneously in more than one place in the Armenian Quarter, continued for about four days,
resulting in the complete destruction of the area where today’s Izmir International Fair is located, which was the city
center of that time, was completely destroyed, in other words, two-thirds of Izmir’s neighborhoods burned down,
except Turkish and Jewish quarters [Ermeni Mahallesi’nde birden fazla yerde, ayni anda baglayan yangin yaklasik dort
giin devam ederek, o donemin sehir merkezi olan bugiinkii Fuar Alan1’nin bulundugu bdlgenin tamamen tahrip olmasi,
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bir bagka ifadeyle Izmir’in Tiirk ve Yahudi mahalleleri disindaki {igte ikisinin yanmas: ile sonuglanmistir]. (Goktiirk,
2012: 124)

It can be said that the city, which stands out with its multi-identity structure, is comprised of neighborhoods
belonging to different groups, although the boundaries are relatively blurry. As a matter of fact, Alpaslan
(2015: 169) states that there are no findings of physical segregation or divisions in these neighborhoods as in
Jewish ghettos in Europe, yet, the groups living in these neighborhoods, as in many Ottoman and European
cities, also adopt to live in closed communities. It should also be noted that as a result of the deformation in
the spatial context of the Great Fire in 1922, especially the Rum (Greek of Turkish origin), Armenian and
Levantine neighborhoods were largely destroyed, and the groups living there had to leave the city. The Fire of
1922, which was widely reported in the world press regarding its consequences, transformed the commercial
continuity and spatial property structure of the city due to its complete destruction of the city’s demographic
structure and commercial centers, especially the Frank Street.

The extent of the disaster, which was recorded in history as the Great Fire of Smyrna 1922, was revealed only
at the end of the fire. Such a disaster has left behind a devastated urban fabric and, accordingly, huge problems
regarding fundamental needs such as housing, nutrition, health, and education. In addition to these fundamental
issues with such human extents, considering the disruption of the trade cycle, which is the livelihood of the
city, it is seen that the city experienced a multifaceted collapse in spatial, cultural, and economic contexts. As
a matter of fact, while the new regime (Republic) established in the Anatolian lands, which emerged from the
war of independence, took over Izmir with a largely destroyed urban fabric, it also faced the necessity of
comprehensive planning in the city.

The Development and Zoning Process of the City after the Fire

Regarding Izmir, which became a ruin following the fire, new regulations and extensive restorations were
required in order to make the city a center of attraction again in spatial, cultural, and economic contexts.
Although the priority of the newly established Republican regime is the spatial development of Ankara, the
capital, the devastating effects of the great fire have also prioritized interventions in Izmir. As a matter of fact,
it can be said that the history of the modern construction of the city in a spatial sense was shaped by the
Republican era. In this construction, the plan prepared in 1924 by the Danger brothers (Rene and Raymond
Danger) under the supervision of Henri Prost takes place first. The plan, which represents a holistic approach
to the city, includes decisions such as linear boulevards, vast squares, the creation of new residential areas in
the Garden-City model, the regulation of the industrial regions, and the relocation of the port to the north of
Alsancak. The radial axis leading to the wide squares are directed to the landmarks located on the square,
which will form a visual record of the new regime in spatial and social memory. On the other hand, the new
plan of Izmir is expected not only to zoning areas destroyed by fire but also to make the city take its rightful
place in the economic order, which was at the forefront of the trade cycle.

The Danger - Prost plan, approved by the municipality of 1zmir in 1925, is intended to be implemented rapidly
despite economic insufficiencies, yet, with the World Economic Crisis of 1929, the implementation of the plan
comes to a halt. With the election of Dr. Behcet Uz as the Mayor in 1931, the reconstruction works that slowed
down became a priority again. “In 1932, Izmir Municipality receives an opinion from Hermann Jansen, who
was planning the capital Ankara, regarding the current plan of Izmir” (Bilsel, 2009: 13). However, the German
designer expresses a negative opinion on the current plan and criticizes, in particular, the width of the proposed
boulevards and streets economically. In line with these criticisms, the plan is revised. Following these
revisions, Kiltiirpark and Izmir International Fair, which has a fundamental value for 1zmir, are added to the
plan. With the fairs to be held in this area, it is aimed that the city will reclaim its value in the international
arena, and this will accelerate economic growth.

Having played an essential role in the modern urbanization of izmir, Dr. Behget Uz contacts French architect
Le Corbusier, and Le Corbusier presents his plan for Izmir in 1949. However, this plan was not accepted. Then,
a project competition was organized on the planning of the city in 1951. Kemal Ahmet Aru and his team won
the competition. This plan was adopted and implemented in 1953. According to Cana Bilsel (2009: 16), “one
of the most important decisions that Kemal Ahmet Aru and his team have made for Izmir is the preservation
of the historical commercial center in Kemeralt1.”
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“Both the migration of a part of the Europeans and the Rums and Armenians from the city, as well as the
destruction faced due to the fire, required a spatial and socio-economic reconstruction of the city” (Kayin,
2010: 349). As a matter of fact, spatial changes have become visible in Izmir following the population
exchange, especially in trade and housing areas. With the destruction of Frank Street, which is the main subject
of Izmir’s commercial connection with Europe, due to the fire, Kemeralt1 Region has come to the forefront as
the city’s primary commercial area. According to Kayin (2010: 349), within the reconstructed spatial, socio-
economic, and socio-cultural structure, the Turkish-Muslim immigrants who came to the city through
exchange became an important subject.

Immigrant Photography Houses After 1922

The fire damaged both the appearance and the people of the city. The “Convention Concerning the Exchange
of Greek and Turkish Populations” signed between Turkey and Greece in Lausanne on January 30, 1923, is
the main element that shaped this process. This agreement covered the compulsory exchange of Greek
Orthodox citizens living on the territory of Turkey except for Istanbul and Muslim Greek citizens residing on
the territory of Greece except for Western Thrace, starting on May 1, 1923 (Ari, 2000: 1-2). The convention
was the primary framework, but the migration process was not limited to exchange. The fact that the city,
almost two-thirds of which was destroyed by the fire, entered a period of recession in every field, especially
in trade, and that it was part of a national state structure, causing the non-Muslim population, who were
excluded from the convention, to migrate over time.

There is no available data on the newly established studios nor did those sustain their operation between 1922
and 1924. It can be said that the photography studios, along with their equipment and archives, were damaged
and even destroyed due to the fire and that local photographers left the city in parallel with the population
structure that changed with the population exchange. In 1924, Hamza Riistem appeared as the first Turkish-
Muslim photographer of Izmir. In various respects, Hamza Ristem is an important and determinant name for
the history of Izmir photography. Hamza Ristem was born in Crete in 1872. In 1895, while he was a student
of the Istanbul Imperial School of Military Engineering (Miihendishane-i Berri-i Himayun), he was arrested
and tried after his relationship with the pro-reformist Young Turks was discovered. In 1896, he returned to
Crete, escaping while being exiled. He met Bahaettin Rahmi Bediz there and began to photography in his
studio (1896-1909-1924). In 1924, he settled in Izmir with his family and some of his employees as a migrant
(miibadil) and established his studio in Kemeralti in Emirler Bazaar (Hamza Ristem Passage) (Ak, 2001: 77,
118). For that period, the most detailed description of the spatial use of photography studios in Izmir is made
by Seyfi Ali Ak through Hamza Riistem photography house:

For the photography house, the terrace floor above the closed section of the passage is rented, in where two studios,
dark rooms, a study area, and customer admissions hall are prepared side by side, and then it began to serve as a
photography studio. The photo shooting with electric light was not possible then. Therefore, the work is carried out in
daylight. The roof and one side of the studio are made of glass placed on an iron structure. In this way, the necessary
light for the photo shooting was provided in the studio via its high position and its windows at the top and sides. The
necessary orientation of this light was controlled utilizing silk curtains, which were moved by the rails hung on the
ceiling and sides. The photo shooting with daylight will last until 1938, and the shooting with electric light will begin
in 1938; accordingly, the photography studio will be moved into the passage [Fotograthane i¢in ise, pasajin kapali
bolimiindn Ustiindeki teras kat1 tutulur ve burada yan yana iki stiidyo, karanlik odalar, calisma ve miisteri kabul salonu
hazirlanir, fotograthane olarak hizmet vermeye baslar. O donemde heniiz elektrik 15181yla ¢ekim s6z konusu degildir.
Bu nedenle giin 1518inda ¢alisma siirdiiriiliir. Stiidyonun dami ve bir tarafi demir bir yapi {izerine yerlestirilmis
camlardan olusmaktadir. Boylece yiiksekte ve listii ile yan1 camlardan olusmus stiidyoda ¢ekim igin gerekli 151k
saglanmis oluyordu. Bu 15181n gerekli sekilde yonlendirilmesi, tavana ve yanlara asilan raylar yardimiyla hareketleri
saglanan ipek perdeler ile gerceklesirdi. Giindiiz 15181 ile ¢ekim 1938 yilina kadar siirecek, 1938°de elektrik 1518inda
¢ekim baslayacak, fotograthane pasaj icine nakledilecekti]. (Ak, 2001: 119)

The Resne Photography House is among the first established Turkish-Muslim photography studios in izmir,
and the relationship between Bahaettin Rahmi Bediz and Hamza Ristem is interesting. Bahaettin Rahmi Bediz,
from whom Hamza Ristem learned photography in Crete, settled in Istanbul with the declaration of the
Constitutional Monarchy in 1908 and established the Resne Photography House in Babiali. He also becomes
the first Turkish-Muslim photographer of the Palace. On the other hand, meanwhile, Hamza Rustem took over
the photography studio in Crete and continued to work under the name “Hamza Ristem, owner of the Bahaettin

142



IDA: International Design and Art Journal I)‘
Volume: 5, Issue: 1 /2023

Photography House” (1909-1924). Hamza Rustem resided in Izmir with the exchange in 1924 and established
his studio of the same name. In 1927, after the troubles experienced in Istanbul and with the influence of
Hamza Ristem’s invitation, Bahaettin Rahmi Bediz moved his Resne Photography House to Izmir. In this
process, the name of the studio, “Hamza Ristem, owner of the Bahaettin Photography House,” has changed,
and he continued to work as Hamza Ristem (Ak, 2001: 119).

After the proclamation of the Republic, there was an increase in the number of photography studios opened by
Muslim-Turks throughout the country, while studios owned by non-Muslims gradually decreased. Especially
with the Surname Law of 1934, the necessity of renewing identities of the old script and adding photos has
created a new market for portrait shooting. Besides, the documentation of the reflections of the early republican
projects in everyday life is considered essential. Accordingly, photography has become a common business
line. During this period, there was an increase experienced in the number of both traveling photographers and
resident studios in Izmir. As before, during the Republican period, photography studios from Izmir have a
fundamental place following Istanbul. The names of these photographers of Izmir are seen at events or
government auctions on a national scale. For example, Photo Hamza Riistem and Photo Resne from Izmir are
among the studios invited to participate in the beauty pageants organized by Cumhuriyet Newspaper in 1929
and 1932 (Ak, 2001: 97).

Table 3. Listing of after-1924 photographer studios and their address

Photographer / Studio Address Notes

Kemeralt1 Bazaar, The top floor of the building in front of Emirler

1 Hamza Ristem Photography House / Hamza Riistem Shopping Arcade 1924

2 Resne Photography House / Baharettin Rahmi Bediz 2. Beyler Street, Ahenk dead-end street 1927-1936
3 Foto Cemal / Cemal Yalkis Kemeralt1 Bazaar 1938-1981
4 Halit Gokberk Alanyali Shopping Arcade, Konak 1938

5 Ethem Ruhi Taga Yolbedesten, Konak 1940'lar

6 Hiuseyin Fikri Goksay Basmane 1942

7  Mustafa Kapkin Karsiyaka 1943

8 Foto Balim / Ali Balim Konak 1946

9  Yildirim Foto/Kemal Mete indnii Avenue 1950

Among the first studio photographers of Izmir’s Republican period, in addition to Hamza Ristem and
Bahaettin Rahmi Bediz, Fikri G6ksay, Ali Balim, Refik Sozer, Kemal Mete, Alim Uras, Fahri Cetin, Mahzar
Cullu, Faruk Cullu, Hayri Ertan, Ibrahim Fotocan, Mustafa Canitez, Mustafa Biner, Cemal Ecer, Hiiseyin
Goksel, Foto Gagin, Halit Gokberk, Ali Senalan can be named (Ak, 2001: 117) (Table 3). Among these studio
owners, it is possible to mention the qualitative and quantitative weight or determinacy of exchange or
immigrant photographers. As mentioned earlier, Hamza Ristem (1924) and Bahaettin Rahmi Bediz (Resne-
1927) were Cretan immigrants. Cemal Yalkis, who started as a mobile photo shooter between 1924 and 1938,
and then founded a studio in 1938, is a Macedonian immigrant. Halit Gokberk settled in Izmir in 1938 and
Fikri Goksay in 1942. The migrant photographers of Izmir came and settled in a city that is trying to get back
on its feet after the great fire and the compulsory population exchange. It is seen that the cleaning and
rehabilitation of the fire zone lasted about 15 years and the rezoning process that began at the end of the 1930s
had an impact on the relationship that photographers established with the city and on their location selections
for the studios (Figure 3).
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Figure 3. Turkish Muslim photographers and their studios in Kemeralt district after 1924

CONCLUSION: FROM FRANK STREET TO KEMERALTI

European immigrants (Levantines), who started to settle in Izmir in the 13th century, were one of the influential
communities in the formation of the city culture, although they were not populous in number. The Levantines,
who are based around ports and have a more significant presence in areas associated with Europe, have been
the most sheltered group of migrants in the city for centuries. In particular, they come across as the group to
establish the first and direct relationship with commercial and technological innovations. In this context, it is
expected that by the Levantines would operate the majority of the photography studios established in the city
before 1922. Unlike Istanbul, Greek and Armenian photographers have a presence, but the Levantines have
maintained their pioneering position. Thus, like other commercial activities, studios are concentrated around
the Frank Quarter and especially on Frank Street.

Kayin (2010: 345) stated that “the most important element that is common in the city in 17-19th century lzmir
is the port-based trade” and he states that this element failed to integrate the cultural and spatial patterns within
the city due to its changing nature. At this point, perhaps a more clear distinction of the trade phenomenon
within the city can be made through Kemeralti and Frank Street. The fact that the spatial and cultural pattern
cannot be integrated can be explained by the fact that the trade cycle in these areas is mostly in the hands of
Muslim Turks in Kemeraltt and in the hands of Levantine merchants in Frank Street. The almost complete
destruction of Frenk Street with the fire and the events that followed forced the photographers to emigrate, as
did many European traders. The damage or complete destruction of the spatial and its contents has been a
factor that widens the scope of migration. In this process, Levantine Photographers left their place to Turkish-
Muslim Photographers. The city, where immigrant photographers see when they came to Izmir, was trying to
dress its wounds in all areas. The changing demographic structure and the idle fire zone at the heart of the city
caused daily life practices and locations to change. Since the 17th century, the use of urban space, especially
focusing on trade and entertainment, has been interrupted. At this point, immigrant photographers were
positioned around Kemeralti as a significant commercial zone. Habits of urban space use and the Kemeralti
region were reshaped and defined together with the immigrants.

As a result, the photography studios, mostly belonging to European immigrants that appeared on Frank Street,
left their place to the new immigrants during the fire and the subsequent migration process, that is, mostly the
Turkish-Muslim photographers who came to Anatolia through the exchange. The city’s immigrant Turkish-
Muslim photographers and photo studios changed hands both in terms of property and in the context of urban
space. The photography studios in the city have changed from the control of one ethnic group to another one.
This should be addressed both as a result of the population exchange process and the great fire. It seems that
the consequences of the exchange process associated with the formation of the city, in a world in which the
fire of 1922 did not occur, would be different.
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The city requires continuity to exist. Like the city itself, identity formation also depends on continuity, and it
cannot be evaluated independently from previous developments. The built environment is one of the primary
elements that form the urban identity. The spatial equivalent of social and cultural stratification, which shows
continuity, involves an ongoingness. In the case of Izmir, the spatial equivalent of the functional and cultural
continuity was interrupted both by the Great Fire of Smyrna in 1922 and the population exchange process.
Within the scope of the study, this change is discussed through the relationship that a group establishes with
urban space. It is aimed to contribute to the social memory of Izmir regarding the use of urban space.

Authors’ Contributions
The authors contributed equally to the study.
Competing Interests

The authors declared no potential conflicts of interest concerning this article’s research, authorship, and
publications.

Ethics Committee Declaration

The authors declared no potential conflicts of ethics and genders, concerning this article’s research, authorship, and
publications.

REFERENCES
Ak, S. A. (2001). Erken Cumhuriyet Dénemi Tiirk fotografi 1923-1960. Remzi Publishing.

Alpaslan, H. 1. (2015). Osmanli izmir’inde kentsel mekandaki goriinmez sinirlar ve ihlalleri. Proceedings of the 9th
International Sinan Symposium, Edirne, Turkey, 169-176, ISBN: 978-975-374-180-4.

Ari, K. (2000). Buyik miibadele: Tirkiye’ye zorunlu go¢ (1923-1925). Tarih Vakfi Yurt Publishing.
Atay, C. (1997). 19. yiizyil Izmir fotograflari. AKMED.
Beyru, R. (2000). 19. yiizyilda Izmir’de yasam. Literatiir Publishing.

Bilsel, C. (2009). izmir’de Cumhuriyet Dénemi planlamasi (1923-1965): 20. yiizyil kentsel miras1. Ege Mimarlik Dergisi,
4(71), 12-17. http://www.izmimod.org.tr/egemim/71/3.pdf

Cadoux, C. J. (2003). flk ¢agda Izmir: Kentin en eski ¢caglardan M.S. 324°e kadar tarihi (B. Umar, Trans.). lletisim
Publishing.

Corner, J. (1999). The agency of mapping: Speculation, critique and invention. In D. Cosgrove (Ed.), Mappings (pp.213-
254). Reaktion Books.

Dasc1, S. (2012). 1893-1896 Izmir Ticaret Yilliklarinda adi gegen sanatgilar ve sanatla ilgili meslekler (izerine bir
degerlendirme. Journal of the Human and Social Science Researches, 1(3), 47-52.
https://dergipark.org.tr/tr/download/article-file/92727

Goksu, E. (2003). 1929 Diinya Ekonomik Buhrani yillarinda Izmir ve su¢ cografyasi. 1BB.

Goktiirk, T. B. (2012). Amerikan Basmi’nda izmir Yangmni ve yangin sonrasi durum (Eyliil-Aralik 1922). Journal of
Modern Turkish History Studies, 12(24), 123-147. https://dergipark.org.tr/tr/download/article-file/233470

Hannoosh, M. (2016). Practices of photography: Circulation and mobility in the nineteenth-century Mediterranean.
History of Photography, 40(1), 3-27.

Kaya, M. (2010). Biiyiik [zmir Yangin sonrasi mesken bunalimi [Master’s thesis, Dokuz Eylil University].

Kayim, E. (2010). Mekansal ve sosyo-ekonomik ayriksiliklar geriliminde Izmir: kiiresel-yerel fenomenler. In D. Yildirim
and E. Haspolat (Eds,). Degisen Izmir’i anlamak (337-360). Phoenix Publishing.

Kuban, D. (2001). Turkiye’de kentsel koruma/kent tarihleri ve koruma yontemleri. Tarih Vakfi Yurt Publishing.
Morali, N. (2002). Miitarekede Izmir. |1BB.
Ozendes, E. (1995). Osmanli Imparatorlugunda fotografcilik 1839-1923. YEM Publishing.

145


http://www.izmimod.org.tr/egemim/71/3.pdf
https://dergipark.org.tr/tr/download/article-file/92727
https://dergipark.org.tr/tr/download/article-file/233470

IDA: International Design and Art Journal I)‘
Volume: 5, Issue: 1 /2023

Ozendes, E. (1999). Photography in Turkey. Tarih Vakfi Yurt Publishing.
Saygi, S. K., Geng, G. (2018). Yildiz Albiimleri'nde Izmir. IBB.

Sezer, 1. (2018). izmir’in gérsel tarihini olusturan fotografcilar. Anadolu University Journal of Art&Design, 8(2), 66-74.
https://std.anadolu.edu.tr/sites/std.anadolu.edu.tr/files/dergiler/SAY115.pdf

Tatlibal, E. (2020). Lzmir'in gokyiiziindeki ruhu. Google Books.

Tito, F. (2010). Listing of pre-1922 photographer studios active in Smyrna. In Levantine Heritage Foundation.
http://www.levantineheritage.com/data9.htm (05.06.2020).

Unal, N. (2015). Sorularla Izmir tarihi. 1BB.

Figure References

Figure 1: Yatagan, N., Ozcan, N. and Alkan, S. (2009). Kaybolan frenk sokagmnin izleri iizerine... Proceedings of the
National Izmir Symposium, Izmir, Turkey, 425-449.

Figure 2-3: lllustration designed by authors.

Authors’ Biographies

Seving Alkan Korkmaz is currently an Assistant Professor in the Department of Interior Architecture at Toros University.
She earned her B. Arch. (2005) from Uludag University, M.Sc. (2011) and Ph. D. (2017) from Dokuz Eyliil University.
She also worked in architectural firms between 2004-2009. Her research areas include computer-aided manufacturing,
sustainable design practice, gender studies, mapping and levantine heritage.

Nilay Ozcan Uslu currently works as an Assistant Professor at izmir Kavram Vocational School. She received her B.Arch
from Dokuz Eylll University, Department of Architecture in 2008. Earned her master’s degree and Ph.D. degree from
the Department of Architecture at Dokuz Eylul University in 2011 and 2018 respectively. Major research areas are public
space and community centers, space and consumption, architectural geometry and computational design.

Semiha Deniz Coskun Akdogan studied architecture at Middle East Technical University (BArch, 2012) and
architectural history at METU (MA, 2015), and she is working on her Ph.D. in Architectural History at METU. She has
taught undergraduate courses in architecture at various universities and currently works as a part-time lecturer at Mersin
University. Her research interests cover architectural historiography, memory, representations and displays, and
contemporary intersections of architecture-visual arts-museums.

146


https://std.anadolu.edu.tr/sites/std.anadolu.edu.tr/files/dergiler/SAYI15.pdf
http://www.levantineheritage.com/data9.htm

International IDA: International Design and Art Journal

Design and ISSN: 2687-5373
Art Journal www.idajournal.com
info@idajournal.com




	3.pdf
	Table 1. Breaking down of tasks for scaffolding

	3.pdf
	Table 1. Breaking down of tasks for scaffolding

	4.pdf
	FINDINGS
	Findings related to Evaluation Process Information Form


	6.pdf
	FINDINGS

	7.pdf
	DISCUSSION AND CONCLUSIONS

	8.pdf
	CONCLUSION

	9.pdf
	CONCLUSION
	Schrato, U. (1959). Ilkhan Art. In B.S. Myers, & Sh. D. Myers (Eds.). Encyclopedia of World Art (pp.788-798). McGraw Hill.

	Volume5_Issue1.pdf
	3.pdf
	Table 1. Breaking down of tasks for scaffolding


	1.pdf
	DISCUSSION

	7.pdf
	Aljojo, N. (2017). Differences in styles of thinking ‘In light of Sternberg’s theory’: A case study of different educational levels in Saudi Arabia. Journal of Technology and Science Education, 7(3), 333-346.
	https://doi.org/10.3926/jotse.291
	De Bono, E. (2020). How to have a beautiful mind: (Vermilion life essentials). Vermilion.

	7.pdf
	Aljojo, N. (2017). Differences in styles of thinking ‘In light of Sternberg’s theory’: A case study of different educational levels in Saudi Arabia. Journal of Technology and Science Education, 7(3), 333-346.
	https://doi.org/10.3926/jotse.291
	De Bono, E. (2020). How to have a beautiful mind: (Vermilion life essentials). Vermilion.

	1.pdf
	DISCUSSION

	1.pdf
	DISCUSSION

	7.pdf
	Aljojo, N. (2017). Differences in styles of thinking ‘In light of Sternberg’s theory’: A case study of different educational levels in Saudi Arabia. Journal of Technology and Science Education, 7(3), 333-346.
	https://doi.org/10.3926/jotse.291
	De Bono, E. (2020). How to have a beautiful mind: (Vermilion life essentials). Vermilion.


